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tfONG the numerous works in the Museum 
Collection of Prints are many early cuts from 
both wood-blocks and metal plates, which, 
though often not possessing qualities of artis- 
tic value, are of importance in relation to the history of 
engraving as illustrating the religious and social aspects of 
their time. Many of them being unique, all being scarce, and 
their congeners fast disappearing from the print market, it 
has been deemed advisable to bring them together and de- 
scribe them imder their" characteristic features. 

By this means it is trusted that these early efforts in 
an important branch of Art may be rendered more interesting 
and mqre instructive than they could be while left undistin- 
guished and dispersed among the general collection. 

The examples described in the present work are anony- 
mous prints chiefly of the German and Flemish schools of 
the fifteenth and the first quarter of the sixteenth century. 

It is intended that the Catalogue now placed before the 
public shall be followed by other volumes containing the 
works of Masters of the same schools. 

The present Catalogue is the work of Dr. W. Hughes 

Willshire. 

George William Rbid. 

May^ 1879. 
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vi PREFACE. 

In the performance of the duty which has devolved on 
the author, he has endeavoured to lighten somewhat the 
dryness of mere technical details by occasional references to 
the symbolism and legendary histories which many of the 
examples described directly illustrate. These references are 
but limited in extent, it is true, but to have widened the 
field of commentary would have been to depart further from 
the legitimate object of the Catalogue than was justifiable. 

In carrying out his intentions the author has freely had 
recourse to the important work of Messrs. T. 0. Weigel and 
Zestermann, " Die AnfSnge der Druckerkunst in Bild und 
Schrift," &c., Leipzig, 1866. In this work, both archaeo- 
logical and technical information were ready to the hand of 
the writer, as well as descriptions of many of the prints 
formerly in the cabinet of Mr. T. 0. Weigel, and now 
among the treasures of the British Museum. Another 
writer to whom much is due is the late Mrs. Anna Jameson. 
Of her several interesting volumes on Sacred and Legendary 
Art free use has been made. 

To omit mention of the obligations which the author 
has been under to Edward Maunde Thompson, Esq., the 
Chief of the Manuscript Department of the Museum, in 
helping him to the decipherment of some obscure texts 
and inscriptions, and to Robert E. Graves, Esq., of the 
Department of Printed Books, for valuable aid, would be 
as uncourteous as unjust. 

William Hughes Willshire. 
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INTRODUCTION. 



^S the series of early prints hereafter described 

^ passes in review before the student, he can 

^ scarcely fail of being struck hj certain pecu- 

' liarities which it possesses. In the first place, 

f he wiU be impressed most likely by the character 

} of the subjects represented in it. Secondly, by 

% the particular manner in which these subjects 

have been designed and artistically treated. Thirdly, his attention 

may be arrested by the various technical processes through which 

these designs have been developed on the wood blocks and metal 

plates from which the impressions before him have been derived. 

As regards the character of a large majority of the subjects 
represented, it will be seen that it is of a religious nature, the sub- 
jects being chosen from the Old and New Testaments, from the 
traditions of the Church, and from the Lives of the Saints. As 
relates to the manner in which these subjects are treated, the ob- 
server can hardly avoid being impressed by the stem realism with 
which the stories have been told, and by the often almost repulsively 
exaggerated manner in which that realism has beeii expressed. In 
a few examples he will meet with, it is true, ideality, suavity, and a 
certain sensuous yet pathetic grace associated with a refinement in the 
forms appealing to a like spirit of feeling and culture in those whom 
such examples may attract. But in general both artist and spectator 
would appear as if they felt called upon chiefly to affirm that sorrow 
is physical pain, and that physical pain compels our humanity to 
make known by physical signs what it suffers. That suffering if of 
endorancy entails bodily degradation, that torture is torture, thorns 
are thorns, blood is blood, and that insult^ contempt, and mockery 
both have and exhibit unmistakable signs of their intent and pur- 
pose. Simply to hint such things through a veil of ecstatic feeling 
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4 INTRODUCTION. 

or mystic symbolism was clearly not the self-imposed dnty of the 
authors of these works of Art, or if a Christian symbolism have 
been resorted to it was in union with such an unmistakable mate- 
rial expression of its underlying realities as tp constitute rather a 
dramatic than a spiritual representation of the incidents meant to 
be conveyed. 

While examining the various technical processes by which the 
designs afterwards described have been worked out by the engraver, 
even those persons not unfamiliar with ordinary technical procedures 
might find themselves at fault in rendering a satisfactory account of 
some of the methods which have been there adopted. As to the 
manner in which the ordinary woodcuts of Division 4 (D), for ex- 
ample, were executed on the. blocks, and of that by which these 
blocks were made to yield impressions, not any difficulty could be 
experienced, but when the examples under Divisions 2 (B) and 5 (E) 
come under notice, the rationale of their technic may not be so 
apparent, even if it be not felt to be quite unexplainable. Another 
striking feature connected with the technical execution of the incu- 
nabula before us is the particular manner in which many of them 
have been coloured. 

It may be asked. What explanation can be offered for the preva- 
lence of these peculiarities among the rude witnesses to the Art of 
engraving in Germany and other Northern countries during the 
fifteenth century, and now under notice ? 

In the first place it should be borne in mind that in the countries 
this side of the Alps that particular phase in the general movement 
of the Renaissance, as the latter related to Art — ^viz. the classical 
Renaissance, had been up to the middle of the fifteenth century in 
Germany and neighbouring regions rather destructive or obstructive 
than constructive in its work. In Italy, on the contrary, it had not 
only broken down the limits within which the religious system of 
the Middle Ages had encircled Art, but had overflown the artistic 
manifestations of Christian sentiment with a flood of ideas and 
imagery drawn fi'om the legends of classical poetry and of pagan 
life. The new-bom ofispring of this rejuvenescence formed already 
tangible results to the Italian kingdoms, which though now deprived 
for ever of many of the hands which had expressed the faith in pic- 
tures of mystic passion and religions reverie, were then beginning 
to reap the firuits of the new evolution in Art, as they had already 
done in literature. This evolution, though compromising for a time 
the earlier severities of Christian Art, yet dealt with its subjects in 
a manner which, while satisfying the demands of the Church and 
the people now influenced by the humanistic studies of the classical 
literary Renaissance, was nevertheless destined at a future period to 
lose altogether its hold of the spirituality of Art, and to find its 
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INTRODUCTION. 5 

borne only ''in the life of the senses and the blood — blood no longer 
dropping from the hands in sacrifice, as with Angelico, but as with 
Titian, burning in the face for desire and love/' (Pater s '' History 
of the Renaissance," p. 200.) 

To the Northern nations not any such gamerings of new harvests 
were yet practicable. Destined to receive the impetus of the Re- 
naissance from the South, Germany and the Low Countries had to 
wait for any substantial gifts it had to offer, until, e. g. adventurous 
countrymen penetrating beyond the Alps, and becoming animated 
with the spirit of the New Evangel, should return to the levels of 
the Lower Rhine, where the Van Eycks would open out the new 
pathway, and the German masters of Niimberg, XJlm, Augsburg, and 
Kolmar would follow in the train. 

It is thus apparent that before the new influence revolutionizing 
Southern Art could be felt in the North, a shock had to be expe- 
rienced. This was the unproductive break between the old mediss* 
val Christian Art and the Art of the new or classical Renaissance. 
The ancient thoughts of mediaaval Christianity, as represented in 
the architecture, sculpture, and painting of a former period, no 
longer flowed in from Italian sources to beyond the Alps, and the 
peoples left to themselves were as yet unable to evolve anything 
from the new influences then vivifying the more cultured minds of 
Italy. All that the North made of Art for itself it still made 
Gothic, the artist still acknowledged the direction of the Church, 
which continued to act under the direction of the Great Gregory, as 
to the instruction of the less literate by pictorial representations — 
*' nam quod Iegentib7i8 acriptwra, hoc idiotis prcesiat pictura cemenU- 
btts, quia in ipsa eiia/m ignorantes vident quid sequi debeant, in ipsa 
legunt qui litteras nesoiwiit. Vhde et prcBcipvs gentHms pro lectione 
pictura estJ* (Migne, Pat. cursus, tom. Ixxvii.) 

Thus does it happen that such remains of German Art as have 
reached our time from the fifteenth century generally partake not 
only of the religious but of the mediaaval or of the Gotkic religious 
ehuracter. 

In replying to the next legitimate inquiry, — Why this character 
was portrayed in the exaggeratedly realistic and bizarre way in 
which it appears in the class of engravings at least now under con- 
sideration ? — we must retrace our steps somewhat. 

In the evolution of Art, or before the development of the Italian 
Renaissance, painting began as the handmaiden of religion and of 
the Church, more particularly under the fostering care of the two 
great and popular Orders of St. Francis of Assisi and St. Dominic. 
Guided by this directive influence the artist strove to represent the 
more mystical ideas of mediesval Christianity, and from the middle 
of the thirteenth to that of the fifteenth century we find its thoughts 
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6 INTRODUCTION. 

and emQtions embodied in the spiritualized conceptions of a Cimabue^ 
Orcagna, Botticelli, Fra Angelico, Filippino Lippi, and a Francia, 
and at an after-period in the more secularized ideas of a Raphael, 
Michael Angelo, and a Da Vinci. It happily fell to the lot of many 
of these great workers to have at their command full scope and 
opportunity fpv the exertion of their talents. The walls of palaces, • 
of churches, of monasteries, cemeteries, and convents, and which 
were more or less open to the people, were at their disposal, and 
the higher and more cultivated minds were at once the helpers and 
the helped, for what the former gave to Art the latter bestowed 
much upon them in return. 

In the North these advantages were wanting. The people 
lived at home and not abroad ; their life was more domestic than 
public; their rooms were small, wall space for decoration was 
limited, and the climate was inimical to works in fresco and tem- 
pera. The minds of the people, too, had not been influenced by 
Dante and Petrarch, and their thoughts and emotions were those 
of the North, not of the South. Hence, such indigenous Art as 
existed was small in character from domestic requirements, and of 
a type conformable to the predilections of a Northern race. 

As the Church in the North could not oflFer opportunities for rival- 
ling the frescoes and temperas of its Southern sister, it remained satis- 
fied with directing the energies of Art towards the religious educa- 
tion of the mass of the people by the plentifiil distribution among it 
of such inferior artistic produce as is hereafter described, and with 
the decoration of places of limited extent with interrasile, chased 
silver, and other metal plates, and ornaments of religious character, 
and plates engraved in the maniere eriblee, from some of which im- 
pressions were afterwards printed off on parchment and paper, though 
the plates were not originally intended to serve such a purpose. 

In thus forwarding the religious culture of the people, the 
Church was forced to be satisfied with Art of a very unidealized 
quality, except when the subject became purely decorative in treat- 
ment. Art continued Gothic and often of a grotesque form, the 
old Italian influence was prevented from idealizing the parts beyond 
the Alps, and as the modem Benaissance feelings were not yet in 
operation among either princes or people, the spirit of Art became 
gradually lost in its matter, and grew more realistic and <mtre day 
by day. 

Nevertheless, the Church accepted the position; for by this same 
realistic treatment the thoughts and legends intended to be conveyed 
went forcibly home to the minds of a certain and extensive body of 
the faithful, and hence Art did not fail in its results. If the earlier 
Italian masters shed an influence over the cultivated as well as on 
the ruder minds of their period, it must not be forgotten that the 
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INTRODUCTION. 7 

bulk of the more realistic productions of the North was to exert a 
power over such persons as could not come under the spell and 
teaching of frescoes and temperas, except to a very limited extent. 

That these productions did exert a . power, and a great one 
too, is scarcely matter for astonishment, for, as remarked by Mr. 
Symonds — 

" The most prized among the Christian virtues had no neces- 
sary connection with beauty of feature and strength of limb. Such 
beauty and such strength at any rate were accidental, not essential. 
A Greek faun could not but be graceful, a Greek hero was of neces- 
sity vigorous. But Saint Stephen might be stedfast to the death 
without physical charm ; Saint Anthony might put to flight the 
devils of the flesh without muscular force, and supposing that the 
artist should abandon the attempt to exclude ugliness and discord, 
pain and jconfusion from his representation of the ' Dies Iras,' how 
could he succeed in setting forth by the sole* medium of the human 
body the anxietv and anguish of the soul at such a time ? '* ('' The 
Renaissance in Italy ,'^ vol. iii. p. 15.) 

It is at the two extremes indeed of Art dealing with Christian 
topics that the more legitimate and vivifying eflfects of it may be 
seen. Between these two, the spiritual and the almost cruelly 
realistic — the one which implies that the more or less spiritual feeling 
in the artistes manner should be the test of his degree of excellence, 
the other ignoring everything but a painful reality — there comes 
an epoch in Art in which the worship of personal beauty merely and 
sensuous enjoyment in the embodiment of Christian themes become 
antagonistic rather than productive of serious thought. Religion 
in the representations of the Venetian painters, e.g. becomes either 
a magnificent parade or a sensual poem, as distant from what it is 
on the mystic panels of the Master of Siena, breathing an ecstasy of 
adoration and depth of fervour, as was the life of the recluse of 
Camaldoli from that of the Lord of the Adriatic. 

It not being, then, in the power either of the artist or his patron 
to spread abroad idealized conceptions of the dogmas of Christianity 
and of its legendary history, and the Church finding that its pur- 
pose could be well answered by the promulgation among the general 
public of such realistic expressions of them as the artistic feeling of 
the time could readily produce, eagerly welcomed these productions. 
Nor were they less acceptable to the common people, to whom such 
literal and forcible transcripts of religious history spoke with an 
energy and interest commensurate with their powers of intellec- 
tual appreciation. Thus was put in circulation a mass of small 
subjects of religious character, in the treatment of which neither 
the myatic idealism of the early Italian schools nor the sensuous 
beauty of the classical Renaissance had any part, but interpenetrating 
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8 INTRODUCTION. 

which everywhere might be seen a realism and common-life render- 
ing of all subjects sanctioned by the Church, a rendering too often, 
it must be admitted^ which passed into the grotesque, the offensive, 
the absurd. 

It is important, however, that it should be borne in mind that 
underlying the realistic treatment of the scriptural and religious 
subjects by the early Northern schools were to be found the same 
legends and traditions as lay beneath the spiritual and refined 
transcripts of the more poetic schools of the South. The Life of the 
Virgin, the Passion of Christ, the acts and sufferings of the saints and 
martyrs, formed the chief topics of both schools, however diffe- 
rently they might be treated artistically. Whether, then, to under- 
stand the meaning of the frescoes of Giotto and Orcagna, or of the 
coarsely coloured wood and metal cuts of the Northern masters of 
the fifteenth century, an acquaintanceship with the devotional history 
and legends of the Middle Ages is as necessary as a knowledge of 
the heathen mythology and fable is requisite for the comprehension 
of the subjects represented on the marbles and vases of Greece and 
Etruria. But besides the knowledge of the subjects and traditions, 
that of the technical symbolism which was employed by the artist — 
or of " Christian Iconography '* — is of essential need, or otherwise 
xnediaBval Art addresses the spectator in an untranslatable tongue. 
Added therefore to the descriptions hereafter given of the prints 
comprised in the present Catalogue, some details may occasionally 
be met with in illustration of their legends and symbolism. They 
are necessarily limited, however, in amount and scope, and therefore 
for the full appreciation of such early pictorial transcripts of Christian 
Art as are here described, the student is recommended to peruse the 
following and analogous works — 

DiDBOK, M. '^ Christian Iconography, or the History of Chris- 
tian Art in the Middle Ages.'^ Translated by E. J. Millington, for 
Bohn's ''Illustrated Library .'' London, 1851. 

HusENBBTH, P. C, D.D., V.G. '' Emblems of Saints by which 
they are distinguished in Works of Art.'^ Second Edition. London, 
1860. 

Jameson, Mbs. Anna. " Sacred and Legendary Art.'' '' Legends 
of the Madonna.'' '' Legends of the Monastic Orders." 

Jameson, Mbs., and Lady Eastlake. '' The History of our Lord.'' 
Several issues of above works. 

Wessely, J. E. '' Iconographie Gottes und der Heiligen." 
Leipzig, 1874. 

To these may be added with profit the works of Cahier, Piper, 
Rohault de Floury, Twining, and Tyrwhitt. Many other names 
might be recorded, but the above are sufficient indications for all 
ordinary purposes. 
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Leaving the subjects and their general designs and composition 
treated of in the incunabuht before ns^ we pass on to notice their 
technical execution. Since the religious teaching — as far as Art 
was concerned— of the middle and lower classes in the North could 
not be provided for by the temperas and frescoes of church and 
convent walls, nor hj the illuminations and miniatures of costly 
manuscripts, and as the sculpture and symbols of ecclesiastical 
buildings could have with these classes but a limited influence, it 
was left to be effected by the dissemination of small and cheaply 
producible pictures, image-prints, or '^Helgen/' These were 
mainly indebted for their production to the gradually developing 
process of engraving in various methods, on wood blocks and metal 
plates. That in this new executive branch of Art good designers 
and fair draughtsmen, as also excellent technical workmen, were 
engaged during at least the second half of the fifteenth century, those 
persons who are acquainted with early German and Flemish Art 
must be well aware. The Masters of 1464, of 1466, Martin Schon-* 
gauer, Franz von Bocholt, Michael Wohlgemuth, Lukas van Leyden, 
and others, will at once occur to them. They will recall too the 
*' Apocalypse ^' of Albert Diirer — not to mention anything else— 
as showing what could be effected during the latter portion of the 
fifteenth century as regards both design and technical execution 
on wood. 

Even if we do not take cognizance of these Masters, but 
regard those only whose names and exact residences are unknown, 
as e.g. the authors of the first edition of the ^'Ars Moriendi,'' 
of the ''Biblia Pauperum PreBdicatorium,^' of the ''Canticum 
Canticorum/' of the " Figured Alphabet,'^ and of other works 
afterwards described or alluded to — all works having their origin 
probably during the first half of the fifteenth century — we are 
justified in our previous statement as to the capabilities of certain 
of the designers and engravers of the time. In some of the 
works of the Masters who have been mentioned there is either a 
sublimity of thought, a grace, or a refinement combined with 
technical execution which have not been surpassed to the present 
day. Nevertheless, it must be readily admitted that ideality, re- 
finement of design, goodness of drawing and equivalent technical 
execution were not the ustuil characteristics of that time. The 
artists employed were of inferior capacity, often in fact more crafts- 
men than artists in all departments, though seemingly well suited to 
certain requisitions of their age. They produced quickly, abun- 
dantly, and cheaply pictorial conceptions which appealed to and held 
firmly the religious feelings of the people at large. Their technical 
execution was of a very formal kind, often both bad in itself and 
made worse by gratuitous negligence, and this added to the meagre- 
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ness of the forms in the designs^ served to bestow on these early re- 
cords of the engraver^s art an archaic and rude character. Such 
records could not be justly stated^ by any means^ to represent the 
whole circle of the engrayer's power of the time^ though they might 
serve as its popular representatives. 

In addition to these drawbacks^ the aids to print off the im- 
pressions were of the most primitive kind^ and to attract the attention 
and please the taste of the class for which these prints were chiefly 
intended the latter were generally coloured, but in a crude and 
careless way, and had frequently spread over them a gummy varnish 
which, while it tended perhaps to fix the more fugitive tints 
employed, served also as an additional attraction. Yet there was 
more than this intended to be expressed in the colouring of these 
early prints, for in some instances a regular system was adopted in 
its execution, since different local schools of Northern Art followed 
distinct systems, and so steadfastly adhered to them as to permit of 
their use in modem times in determining the probable places where 
such coloured prints were produced. 

Some peculiar features of certain of our early cuts (Division 3, C) 
arose from the circumstance that the original engravings from 
which the impressions have been obtained were executed in relief 
on metal plates, instead of on wood blocks. The results hence 
arising will be afterwards noticed. 

A marked trait in the records herein giveA of early German 
prints, is that which relates to/the number of impressions which have 
been printed from metal plates engraved in the style known as the 
maniere criblee, or " large dotted manner.'^ Perhaps there are not 
any more strange looking productions than these in the whole range 
of engravings. Some of them were worked off from plates never 
intended by their authors to be printed from. Hence here every- 
thing is en rebowra, or in reverse ; that, e.g. which is naturally a 
right-handed action becomes in the impression a left-handed one, 
and vice versd, while all inscriptions appear as if written backwards. 
Even on those impressions obtained from plates apparently pro- 
duced for being printed from, the admixture of various technical 
processes, such as intagliate and relief engraving, punch and rou- 
lette work, scraping, fraying, and point technic, on the original and 
same plates, has stamped an individuality and character as oiUre 
as they are remarkable. 

Finally, and still in reference to this portion of the subject, it may 
be observed that the engraver followed occasionally an opposite 
method to that generally adopted for producing the necessary effects 
on the original metals. Thus, on the impressions being worked off, 
the lights on the metals became darks on the impressions, and the 
darks appeared lights if the plates were inked and cleaned in the 
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ordinary manner. In other instances plates engraved after the usual 
methods were yet inked and worked off in such exceptional ways 
as to give rise to impressions very puzzling in their character. 

The examples of early Art described in the following pages have 
been arranged under five heads — viz. Divisions A, B, C, D, and B. 

Under Division A are included three interesting illustrations of 
engraving in intaglio^ not well arrangeable elsewhere^ and each 
example having a special interest of its own. 

Under Division B are contained impressions from metal plates 
engraved in the maniere crihUe, or ^' large dotted manner/' 

Under Division C may be found described impressions from 
metal plates engraved in relief y as in the manner of wood engraving. 

Under Division D are placed ordinary woodcuts. 

Under Division B have been described some illustrations of ex- 
ceptional and peculiar methods of engraving the original plates and 
blocks^ and of exceptional ways of producing impressions from 
original plates and blocks which have been themselves engraved in 
an ordinary manner. 

lb the arrangement of the several items which come under these 
divisions the following sequence has been adopted^ viz. — 

Subjects connected with Old Testament History are placed first. 

Secondly come those illustrative of New Testamept History. 
The Life and Passion of Christ have here the first place. 

Archaugels^ angels^ and other heavenly personages follow. 

The Blessed Virgin comes next^ and then in a regular sequence^ 
according to name and sex^ follow the Bvangelists^ the Saints and 
Martyrs of the Church, other holy persons, pious subjects, profane 
subjects, &c. 
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CORONA LUCIS OF AIX-LA-CHAPELLE. 



A. I. a. 

SERIES of Bixteen impressionB from engraved Copper-Plates, 
forming parts of a '*Ck)rona Lucis'* in the Cathedral of Aix-la- 
Chapelle. 



LATTER THIRD OF THE TWELFTH CENTURY. 
NORTHERN GERMANY. 

A. I. b. 

[ER Eronleuchter Kaisers Friedrich Barbarossa im Earolingischen 
Munster zu Aachen und die formverwandten Lichterkronen zu Hil- 
desheim und Comborg, nebst 20 erklSrenden Holzschnitten und l6 
von den Original-Kupferplatten des Aachener Kronleuchters abge- 

zogenen Darstellungen beschrieben von Dr. Fr. Bock, Ehren-Stiflsherm, etc. etc. 

Aachen, 1863. Folio. 

The series of prints now to be described are bound in A. 1. a, as a folio 
volume, and is preceded by a printed description taken apparently from a book 
or sale catalogue. 

PLATE I. 

CHRIST AS SAVIOUR OF THE WORLD. 

Within a circle of 7^ inches in diameter, and having an inner 
border J^ths of an inch wide, is a design representing our Lord as 
Saviour of the world. He is seated on an upper rainbow and rests 
His feet upon a lower one. He is clad in a bordered toga-like mantle, 
drawn tightly in round the waist. A cruciform nimbus encircles the head, the 
Lair of which divided along the middle falls down in curls upon the shoulders. 
A short beard is on the face. Our Lord holds in the right hand ' an open book, 
and in the left^ a globe. Above the globe and beside Chrisfs head is the Greek 



' It must be borne in mind that the reverse is the case in the original metal 
plate from which the impression has been taken. 
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Alpha sunnounted by a cross, and above the book on the other side is the Omega^ 
with a like addition. Laterally by the book and globe kneels an angel with 
circular nimbus, looking up to Christ as if in intercession, and raising the hands 
covered with drapery. All these parts of the composition are contained within a 
large quatrefoil. Within the spandrels of the latter are the symbols of the four 
Evangelists : St. John and St. Matthew above, St. Luke and St. Mark below. 
The border is decorated with a series of lanceolate serrated leaves running 
obliquely. 

In the other issue by Dr. Bock (A. l. b), of impressions from the original 
plates, and which will be alluded to more particularly aflerwards, this design, 
No. 1, is placed as No. 8, and is commented on by the learned writer as 
follows — 

'* The eighth and last of these metal discs exhibits the concluding act of the 
Redemption, and also the close of Creation, in other words, reward and punishment 
at the end of time. It is the figurative conception of that moment when the 
Lord as Judge and Recompenser returns a second time. Old chronicles and 
inventories term this representation (so frequently occurring in the middle ages) 
of et iierum venturus est cum gloria^ conmionly *• majestas domini^ We are not 
of the opinion of our learned predecessor, the Abb^ Cahier, who assumes that 
Christ is here represented as Lawgiver and Teacher (Christus legislator). It is 
probable that this assumption is based on the circumstance that the Saviour under 
similar circumstances frequently holds with the left hand an open book, bearing the 
inscription * ego sum lux mundi.* We reply, on the other hand, that just as often 
Christ in his glory — ^termed also tkronus domini by old authors — may be found on 
medisBval monuments with the open book of life, on which may be read distinctly 
the words liber viUSy by which the coming of the Saviour to reward and punish 
is clearly indicated. The circumstance of Christ being seated on the rainbow, 
and the presence around him of the four creature-symbols of the Evangelists, 
harmonize with this idea. In unison also with this view may be read by the head 
of the Lord the Alpha and Omega, indicating that Christ includes within himself 
the source of all being, the principium finis of all things. Ministering angels with 
veiled hands surround the Judge of the World, who holds in the right hand the 
open book of life, and in the left the terrestrial orb" (p. lo). 

In reference to the creature-symbols of the Evangelists, Mr. Tyrwhitt observes, 
*' the adoption of the four creatures of the Apocalypse (ch. iv. v. 6) as images of the 
Evangelists does not seem to have taken place generally, or is not recorded on 
Christian monuments before the fifth century. It involves of course the peculiarly 
impressive connection between the beginning of the visions of Ezekiel, and the 
first sight of the unveiling of Heaven to the eyes of St. John." .... *'Nor 
was it till long after the four creatures had been taken as prefiguring the four 
Evangelists, that a special application was made of each symbol to each writer. 
St. Matthew has the Man, as beginning his gospel with the Lord's human 
genealogy ; St. Mark the Lion, as testifying the Lord's royal dignity, or as con- 
taining the terrible condemnation of unbelievers at the end of his gospel ; St. 
Luke the Ox, as he dwells on the Priesthood and Sacrifice of Christ ; St. John 

the Eagle, as contemplating the Lord's Divine Nature An ivory diptych 

of the fifth century is the earliest known representation of this emblem.** (^' The 
Art Teaching of the Primitive Church," by the Rev. R. St. John Tyrwhitt, M.A., 

p. 332.) 

The same writer remarks concerning the Alpha and Omega : ** Of these symbolic 
letters the oi is always given in the minuscular or small form. They are generally 
appended to the monogram of Christ, or suspended from the arms of the Cross. 
«... These letters are found with or without the monogram on all kinds of 
works of Christian antiquity, on sepulchral monuments, especially those of ancient 
France ; on cups, on rings and sigUs, and on coins immediately after the death of 
Constantine. Their use amounts to a quotation df Revelation xxiL 13, [ego 
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sum a et w, primus et noyissimus, principium et finis] ,^ and a confession of faith 
in CUP Lord's assertion of His own Infinity and Divinity." . . . . " No doubt the 
symbol was more common after the outbreak of Arianism, but it seems pretty 
clear firom the above-mentioned cup in Boldetti and from the inscription by 
Yietorina to her martyred husband Heraclius, that it was used before the first 
Nicene CounciL It will be found in the Psalter of Athelstan and in the Bible 
of Alcuin, both in the British Museum." (Op. cit. p. 307.) 



PLATE 2. 

THE AHGBLIC SALUTATION. 

PHE design is contained within a circle of 7|^ inches in diameter, having 
an inner border nearly ^ths of an inch wide, the ornamentation of 
which is difi*erent to that in Plate l . On the right stands the Angel 
of the Annunciation, saluting the Virgin with " Ave Maria,** which is 
inscribed on the scroll he holds in the right hand, while the left hand is raised as 
if in the act of benediction. A circular nimbus is around the head of the Angel 
— Gabriel — and large wings are on his back. On the left stands the Blessed 
Virgin with raised hands and head slightly inclined towards the Angel, as if 
answering to his announcement ** fiat mihi secundum verbum tuum." On the 
left of the Virgin is part of a building, while both figures stand as if on a flowery 
bank. 

'' Thb mode of artistic conception and representation was the universally 
accepted one in Oriental Christendom during the 1 2th and 1 3th centuries. It 
was not until the 14th century that the practice arose of either putting the lily 
in the right hand of the Angel of the Annunciation, or of placing it in a flower 
vase, in reference to the well-known saying of the prophet Isaiah, xi. 1 [et 
predictor virga de radice Jesse et flos de radice eius ascendet].** (Bock, op. cit. 

P-9.) 

" In the early representations of the Annunciation .... the Virgin stands ; 
(she is very seldom seated, and then on a kind of raised throne), the Angel stands 
before her at some distance, .... in the Greek pictures the Angel and the Virgin 
both stand .... but firom the beginning of the fourteenth century she becomes not 
merely the principal person, but the superior being ; she is the *■ Regina Ange- 
loram,' and the Angel bows to her or kneels before her as to a queen.** (Mrs. 
Jameson, " Sacred and Legendary Art,** p. 7 1, ed. 1850.) 



PLATE 3. 

THE KATIVITT. 

[BLE design is contained within a circle ^\ inches in diameter, having 
an inner border nearly an inch wide, and of difierent ornamentation to 
that of the borders in l and 2. In the foreground reposes at length 
the Blessed Virgin, supporting her head with the left hand. A nim- 
bos is over her head, and she is swathed in bed-clothes. At her feet on the left 
hand kneels Joseph with uncovered head, and pointing with the index finger of 



^ lu Latin quotations firom the Bible in this work the Vulgate is always 
referred to. 
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the left hand towards the infimt Saviour, who, lying swathed in a manger above 
His mother's bed, looks over at her as if with curiosity. The Virgin looks up at 
her Divine Child as it were in anxious inquiry. Above the manger appear the 
heads of an Ox and an Ass, the expression in which seems to warrant the state- 
ment of the old Christmas Carol — 
/ 

** Agnovit bos et asinus 
Quod Puer erat Dominus.'* 

Beyond the manger and animals runs a semicircular embattled wall with towers. 
*' The 2nd [here the 3rd] circular medallion represents the birth of the Saviour 
in that artificial style of its apprehension which was general during the early part 
of the Middle Ages, not only in the Latin but in the Greek Church. First in 
the 15th centiuy disappears from Art this old traditional representation of the 
Birth of the Lord, which is repeated in a naively pious manner on Plate 2 [3]. 
The sublime moment of the Nativity was from that time represented both in 
painting and in sculpture as it is embodied in the words, * quem genuit adoravit,* 
that is to say, the ever-blessed Virgin kneels as Dei genitrix in adoration before 
the new-bom infant Christ in the stall, and in the background the holy Joseph 
along with a troop of ministering Angels complete the group.** (Bock, op. cit. p. 9.) 



PLATE 4. 

THE ADOBATIOir OF THE MAGI OB THREE KINGS. 

PHE design is within a circle 7|^ inches in diameter, having an orna- 
mental border f ths of an inch )vide. On the left sits the Virgin 
Mother stifHy upright, supporting with the right hand the infant 
Saviour, who stands erect on His mother*8 right knee. A plain cir- 
cular nimbus is around the head of the Virgin, a cruciform nimbus over the head 
of her Son. The Holy Mother raises her left hand, at the wrist of which the 
tunic is exposed, as the forearm protrudes from a large loose and bordered sleeve. 
The infant Saviour blesses in the manner of the Latin Church with the left hand, 
and holds in the right what appears like a small scroll. On the right the three 
Magi crowned as kings — Melchior, Caspar, and Bulthasar — kneel, each on one 
knee, and present their gifts. Caspar, of whom all the figure is visible, has a full 
beard, Melchior is but slightly bearded, while so much of Balthasar*8 face as can 
be seen appears to indicate he would be beardless. Above and between the 
Virgin and the Magi appears an eight-rayed star, " et ecce Stella, quam viderant 
in oriente, antecedebat eos usquedum veniens staret supra, ubi erat puer.** (Matth : 
ii. 9.) 

** Reges Tharsis, et insulsB munera efferent : reges Arabum et Saba dona 
adducent.** (Psalmus Ixxi. l O.) 

** The names of the three kings appear for the first time in a piece of rude 
sculpture over the door of Sant* Andrea at Pistoia, to which is assigned the date 
1 166 In the legends of the 14th century the kings had become dis- 
tinct personages under the names of Caspar, Melchior, and Balthasar, the first 
being always a very aged man with a long white beard, the second a middle-aged 
man, the third is young, and frequently he is a Moor or negro, to express the 

King of Ethiopia or Nubia The difference of ages is indicated in the 

Greek formula.** (" Legends of the Madonna,** p. 233.) 
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PLATE 5. 

CHRIST ON THB CBOSS. 

^HE circle of the medallion is *]\ inches in diameter ; the inner and 
ornamental border l^ths of an inch wide. Within is represented *' the 
Crucifixion of the Lord, and in that hieratic and confirmed manner 
which — as inclining to old Byzantine models — ^was generally followed 
for seTcral centuries in the Latin Church. The Redeemer is as if standing on a 
* suppedaneum/ in the act of blessing; the loins are girded with a * perizonium* 
of many folds. Above the two transverse limbs of the Cross do not fail to appear 
the all^oric half-figures, representing the Sun and Moon sorrowfully veiling their 
faces, borrowed from old Qreek Art. John and Mary also stand as a sorrowing 
group by the Cross, yet in our design the beloved disciple is conceived and repre- 
sent^ as a bearded man, and not as beardless and of youthful age, as he is fre- 
quently in similar representations since the 14th and 15th centuries." (Bock, 
op. cit. p. 10.) 

Lady Eastlake has observed that '* the Crucifixion is too vast a theme to be 
rendered with any prominence of the principal idea in one picture. From the 
earliest times therefore Art laid down the principle of selection, while the faith 
of the period dictated in what it was to consist and the Art traditions of the time 
how it was to be expressed. We see, therefore, the darkness over the whole 
land symbolized by the classic images of the Sun and Moon — ^the hiding of the 
greater planet having of course affected the lesser — on each side above the Cross. 
The one, Sol, with rays, the other, Luna, with the crescent .... each with the 
right hand to the cheek, an antique sign of affliction.** (** History of our Lord,** 
voL ii. p. 143.) 

** From the sixth century down to the fifteenth the figure of the Crucified is 
successively divested of every kind of drapery until reduced to a state of almost 

complete nudity In the eleventh and twelfth centuries the robe becomes 

shorter, the sleeves disappear, and the breast is already uncovered in some in- 
stances, the robe being scarcely more than a kind of tunic. In the thirteenth 
century the tunic is as short as possible, in the fourteenth it is nothing more than 
a piece of stuff, or rather linen rolled round the loins, and up to the present 
time the figure of Christ upon the Cross has been constantly thus represented.** 
(Didron, op. cit. p. 260.) 

PLATE 6. 

THE HOLT WOMEN AT THE SEPULCHRE. 

^ITHIN a bordered circle of like dimensions to those of No. 5, are 
represented the three Maries at the Sepulchre of the Lord. On the 
cover which is placed obliquely across the tomb, sits the angel with a 
staff of fieurs-de-lis in the right hand and making a gesture with the 
left, as he bends slightly towards the Holy Women opposite, as if saying, *' non 
est hie : surrexit, sicut dixit. Yenite et videte locum ubi positus erat Dominus.** 
(Matth: xxviii. 6.) 

The ileur-de-lis is the attribute of the angel Gktbriel, who, having foretold 
the birth of the Redeemer, is considered to have been the announcer of His Resur- 
rection. On the right hand approach with anxious countenances the three Holy 
Women with cups of spices — ^'portantes quae paraverant aromata.** (Luc: 
xxiv. 1.) 
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It is noteworthy that the Resurrection is not represented in the present 
sequence, a circumstance in conformity with the practice of early Christian Art ; 
but the immediate subject, as Lady Eastlake remarks — ^ the Three Maries at the 
Sepulchre, or as the Greek Church terms them, les irou Myrrhophores, from 
the spices and myrrh they carried, are as invariable in Christian as the Three 
Graces or Fates are in Pagan Art.'* (*' History of our Lord,** vol. ii. p. 273.) 

'* This subject — which served, as we have remarked, as a representation of the 
Resurrection — was on that account an unfailing incident in the brief series of the 
Passion during the centuries which preceded Giotto, when having fulfilled its 
purpose it yielded the place to the actual scene of the rising of Christ, and retired 
in great measure from the domain of Art.'* (Op. cit. p. 272.) 

'* This arrangement continues to the time of Giotto, and is seen perpetually 
repeated in the form of ivories and small miniatures. But the Angel sits on an 
open tomb, and by a fine action observable in many representations of this scene, 
points across himself into it — * See where the Lord lay.* 

*^ With the beginning of the fourteenth century this subject, like all others 
in Christian Art, underwent a change. . . . From this time the Women at the 
Sepulclure is a subject seldom seen in the higher forms of Art, and when it ^pears 
it bears that theatrical impress common to all these subjects fr^m the sixteenth 
century.** . (Op. cit. p. 276.) 



PLATE 7. 

THE ASCBMSIOir. 

^HE diameter of the circle of the medallion is 7|^ inches, and the width 
of the floriated border |^ths of an inch. *^ The 6th [7th here] 
medallion represents the ascension of our Lord from the Mount of 
Olives siuTounded by his Sorrowing disciples. The artist here seized 
the moment of the ascensio domini, when the Saviour on the Mount of Olives with 
the banner of the Resurrection in his right hand as a flag of victory, raises his eyes 
towards Heaven and the clouds receive him. The hand of the Father in benedic- 
tion, the recognized symbol for the first person of the Godhead, projects from the 
clouds. This old manner of representing the ascension of Christ idso recalls the 
Greek types, and completely deviates from the conception and reproductions of 
the artists of the fifteenth century, where the feet only of the ascending Saviour 
project from the cloud of light, and the impressions of which as evidence of 
his Ascension are yet visible on the Mount of Olives. Attention may be drawn — 
en passant — to the markedly conventional manner in which the clouds are repre- 
sented, as also to the ideal ti'eatment of the foliage, which, after the old types, is 
treated purely as ornament in settled conventional form, and not in a natural 
manner as during the Gothic Art period.** (Bock, op. cit. p. 10.) 

On the symbol of the first person of the Trinity as here represented, 
Mr. Tyrwhitt writes : ^' For the first centuries at least no attempt was even 
made at representing the actual presence of the first person of the Trinity. It 
was indicated invariably by the symbolic hand proceeding from a cloud. 
Martigny quotes the words of St. Augustine, Epist. cxlviii. 4 : * When we hear of 
his Hand we ought to understand his working,* from which it would seem that 
the great Western Father foresaw a tendency to anthropomorphic misapplication 
of the words. Hand and Eye, or Ear of God, as they are frequently used in the 
Old Testament.** (Op. cit. p. 343.) 
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PLATE 8. 

THE DESCENT OF THE HOLT SPIRIT. 

I 

f HE last of the designs within a circle. The latter is 7^ inches in 
diameter with an ornamented border |-ths of an inch wide. 

** The disciples are associated together in sitting attitudes, and the 
H0I7 Ghost in the form of a dove descends upon them. The modem 
way of representing flames over the heads of the Apostles is not yet had recourse 
to here, but from the nimbus of the Holy Spirit proceed rays which descend 
upon the head of each one present. Here also, deviating from later representa- 
.tions, the Twelve only are visible, the Blessed Virgin and Mother of our Lord not 
continuing in their midst.** (Bock, op. cit. p. lO.) 

In connection with this absence of the Virgin on the Pentecost, Mrs. Jameson 
observes, *' The Descent of the Holy Ghost is a strictly scriptural subject. I have 
heard it said, that the introduction of Mary is not authorized by the scripture 
narrative. I must observe, however, that without any wringing of the text for 
to especial purpose, the passage might be so interpreted. In the first chapter of 
the Acts (verse 14), after enumerating the Apostles by name, it is added : ' These 
all continaed with one accord in prayer and supplication with the Women and 
Mary the Mother of Jesus, and with His brethren.* And in the commencement 
of the second chapter the narrative thus proceeds : ' And when the day of Pente- 
cost was fully come, they were all with one accord in one place.* The word all 
is, in the Concordance, referred to the previous text (verse 14), as including Mary 
and the Women ; thus they who were constant in their love were not refused a 
participation in the gifts of the Spirit.** (** Legends of the Madonna,** p. 325.) 

If the true source of the ability of the Christian or believer to enter the 
Heavenly Jerusalem — typified, as will be shown presently, in the Corona Lucis — 
after the completion of his course on earth is to be found in the Life and Passion 
of the Redeemer, as represented in several of their phases on the eight medallions 
just described, so do the compositions on the eight following copper-plates of the 
large towers of the corona remind the observer that not Faith alone in the works 
of Christ and his merits will open to the Christian the door of the Heavenly 
Zion ; but that therewith he must practice the Works of Faith and Love if he 
would enter the Eternal City, the semblance of which is represented in the lumi- 
nary, some adornments of which are now being described. In conformity there- 
fore with the Church*s teaching the artist has supplied the Works of Faith as 
they are expressed in the eight Beatitudes of the Sermon on the Mount 



PLATE 9. 

THE FOURTH BEATITUDE. 

^ HE design is contained within a quadrangular space 6 j- inches high 
by 6-^ inches wide. This square is placed over a quatrefoil, the 
lunettes of which project two inches beyond the upper and lower 

sides of the square, and l|^ths of an inch beyond its lateral margins. 

The angles of the central square project about an inch between the convexities 
of the lunettes of the quatrefoil. Both square and quatrefoil have ornamental 
borders ^ths of an mch wide. 

In the middle of the quadrangle stands a male figujre with nimbus and toga- 
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like mantle, supporting with both hands a large tablet, which runs horizontallj 
across the centre of the square. On this tablet is inscribed (in reyerse) — 

BBATI . QY . ESURIYN . }, 
SICIYlf . lYSTICIl . Q . 1 . 8. 

(t. €, ** Beati qui esuriunt et sitiunt justitiam : quoniam ipsi saturabnntur/* 
(Matth : v. 6.) 

The figure has the right foot overstepping the border of the quadrangle, and 
on each side a group of men and women regarding him with attention. In the 
upper lunette is a large eagle — perhaps meant as a symbol of justice. In the 
lateral lunettes are symbols, apparently of the sun uid moon. In the lower 
lunette is a floriated ornament. 



PLATE lO. 

THB BIQHTH BEATITUDB. 

PHE design is contained within a quatrefoil lO inches wide each way. 
Between the lunettes project sharp angles. A floriated border |^ths 
of an inch wide runs within the margin of the quatrefoil. In the 
middle stands a male figure with nimbus and bordered toga-like 
drapery, supporting with both hands a tablet 1 l^ths of an inch wide, which runs 
horizontaUy across the middle of the quatrefoil. On this tablet is inscribed — 

BBATI . QVI . PBRSECVTIONE . PATI 
VNTVE . PPT . 1V8TICIAM . Q . I . E . B. C. 

(t. e, *' Beati qui persecutionem patiuntur propter justitiam : quoniam ipsomm 
est regnum coelorum/') 

Thf ground of the design is diapered with bands of ornamental squares run- 
ning horizontally and perpendicularly. The small engraved squares alternate 
with plain ones corresponding to the places where the original metal plate in 
percSe a *our. 



PLATE II. 

THE SECOND* BEATITUDB. 

^ITHIN an oval-shaped quatrefoil 10|^ inches high by 9{- inches wide, 
having an ornamental border, is an upright oval band or aureole, with 
acuminated ends resting against the convexities of circular ornaments 
projecting from the borders of the upper and lower lunettes. Within 

this oval stands a male figure with nknbus and toga-like mantle. He bears in his 

hands a short but broad tablet, on which is inscribed — ' 

BEATI . MITES . 

Q ^ M . IPSI . POSS 

IDBB M T . TBRBAM. 

(t. e, '* Beati mites : quoniam ipsi possidebunt terram.**) 
On each side of the centre figure, and between the outer margins of the 
acuminate oval and the bands of the lateral lunettes, is a group of attentive and 




* According to the Vulgate. 
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expressive figures. The ground of the composition is made up of radiating and 
interlacing narrow bands, which alternate with large white spaces corresponding 
to the localities where the original metal plate is percee djotar. 



PLATE 12. 

THB SEYEHTH BEATITUDE. 

ITHIN a quadrangle 9|- inches high by 74- inches wide stands a maje 
figure with nimbus and toga, holding a long tablet l|- inches wide, 
running transversely across the middle of the design. On this tablet 
is inscribed in late Roman choral letters — 

BEATI . PACIFICI . QVONIAM . 
riLn . DEI . VOCABVNTVB. 

The general ground is composed of upright and transverse fioriated bands 
interlacing with each other, and having rows of white squares corresponding to 
the places where the original copper plate is percie a jour. The centre figure is 
of expressive and graceful character, the drawing with the exception of the toes 
and fingers good, and the drapery is well cast. 



PLATE 13. 

THE PIPTH BEATITUDE. 

[HE design is included within a quadrangle 9|- inches high by 8|- inches 
wide. 

In the centre stands a male figure clad in toga and tunic, bearing 
in his hands a curved tablet an inch and f^ths wide. The convexity 
of the tablet is downwards, and the latter bears on it the inscription — 

BEATI . MISBBICORDES QVO 
IPSI • MISCpIAM CONSSQNt. 

(1. e. " Beati misericordes : quoniam ipsi misericordiam consequentur.") 
The ground of this print is formed of perpendicular and horizontal bands 
•^ths of an inch wide, and of a highly ornamental enfloriated character. The 
horizontal or transverse bands are laid over the upright series. Between the 
bands are alternating white squares, the results in the impression of the original 
plate being percee djour. 



PLATE 14. 

THE FIRST BEATITUDE. 

ITHIN" a quadrangular space 9f inches high by 8 f inches wide, having 
a floriated massive border nearly an inch and |^ths wide, stands a male 
figure with nimbus, toga and tunic. He supports with both hands 
a curved scroll an inch and |-ths wide. On it are the words — 

BEATI . PAVPEBE8 . 
SPIBITV. 

Across the background of the design run four transverse floriated bands an 
inch wide, and two upright bands j-ths of an inch in width, marked only witii 
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a single series of cross hatchings. Between these bands are large white spaces 
due to the original copper plate being percee a jour. 

On the borders of the tiinic and toga-like drapery, which is copious and well 
cast, jewelled ornaments are indicated. 



PLATE 15. 



FITHIN a qnatrefoil, included in a square space 9|^ inches high bj 
8|- inches wide, and having a floriated border ^ths of an inch in width, 
sits a male figure with nimbus and toga-like vesture. He supports 
with both hands a curved scroll, the convexity of which rests upon 
his right knee. On this scroll are inscribed the words — 

BEATI . QVI . LVGENT . Q = M . 
IPSI . C80LABVT. 

(1. e, "Beati qui lugent : quoniam ipsi consolabuntur.") 

The quatrefoil containing the figure has an ornamented border half an inch 
wide. At the four comers of the quadrangle, between the outer angles of the 
lunettes and the inner angles of the former, are groups of humble praying figures 
looking intently towards the central form. The groundwork within the quatre- 
foil is composed of curved and narrow intersecting bands ; that between it and 
the border of the great square has oblique bands passing like rays from the 
outer edge of the lunettes to the heads or bodies of the kneeling figures in the 
angles. Between these bands are variously shaped white spaces answering to 
where the original metal plate is percee a jour, 

PLATE 16. 

THE SIXTH BEATITUDE. 

^HE design is contained within a quatrefoil \0\ inches high by a little 
less than 10 inches broad, having a floriated border l^tbs of an inch 
wide. In the middle stands a male figure with nimbus and toga-like 
drapery, holding with both hands a scroll, which runs transversely 
across the middle of the composition. On this scroll are the words — 

BEATI . MVMDO . CORDI. 
/QOMIAM . IPSI . D=ZM . VIDEBVNT. 

The ground within the quatrefoil is composed of a series of arabesquelj 
ornamented transverse bands \ an inch wide, placed across a series of upright 
bands, between which are rows of white squares corresponding to where the 
original copper-plate is percSe d jour. The central figure is well drawn, expressive, 
and has the drapery well cast. 

The series of prints which has been here described is full of interest. It 
represents, as far as we are aware, a sequence of impressions from the oldest 
engraved copper-plates which have as yet been printed from.^ 

On the bases of the sixteen ornamental towers of the *' Corona luminaria** 
presented by Frederick Barbarossa to the Cathedral of Aix-la-Cbapelle circa the 
years 1 165-70, are plates of copper on which have been intagliated, or engraved 

' According to the Vulgate. 

^ With one limited exception, for which see Appendix.^ 
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it may be trolj said, sceoes from the Life of Christ, and illustrations from the first 
portion of the Sermon on the Mount. These sixteen intagliated plates are 
fastened with small screws only to the towers of the corona^ and may be separated 
from them easily. About twenty -five years back the corona wsb taken down for 
necessary repairs and cleaning. Permissbn was given at the same time to work 
ofi* a limited number of impressions from these engraved plates. A few years 
afterwards Dr. Bock, honorary canon of the cathedral, and a well-knowil writer 
on ecclesiastical archaeology, was allowed to have some unpressions printed ofi* to 
accompany his interesting monograph (A. 1. b), entitled '^Der Kronleuchter 
Kaisers Friedrich Barbarossa im Karolingischen MUnster zu Aachen, etc.,*' von 
Dr. Fr. Bock, Ehren-Stiflsherm, etc. Aachen, 1863, folio. 

The series of impressions which has been here inmiediately described is the 
first which was worked ofi* — ^viz. A. 1 . a. It is accompanied by a very short 
description only of the origin and subject matter of the plates, apparently taken 
from a book or sale catalogue. The first paragraph of this summary is as follows — 

** The impressions cursorily described under the ft»llowing sixteen numbers 
belong to the most ancient memorials of the art of copper-plate engraving. They 
have been printed ofi* from the original engraved metal plates belonging to the 
great and fiunous * Crown luminary * in the Cathedral at Aachen, which Frederick 
the First and his consort presented to it about the year 1 165. On the occasion 
of the cleaning and reparation of this Crown luminary a few years back, a limited 
number of impressions were carefully worked ofi* from certain parts of it. These 
impressions belong to the greatest and most remarkable rarities, and all the more 
so since a reprinting of them now that the Corona has been restored and put 
together again is not to be thought of.** Schnaose (B. 5, S. 787) has fUUy 
described the latter as ^^ one of the most important of old metal works, and par- 
ticularly interefiting from the symbolism pervading it.** Then follows a yery 
concise description of the subjects of the sixteen impressions in question. 

The other and somewhat later edition of these prints is contained in A. 1. b, 
at the head of this article. Accompanying it is an interesting historic and 
archieol(^cal account of the origin and character of crown luminaries in general, 
and in particular of the Corona lunUnaria of Abbot Hertwig, in the quadrangle 
of a former Benedictine Abbey Church of Comburg, near Schwabisch-HaU, and of 
the cro¥m luminary of Bishop Hezilo in the nave of the Cathedral at Hildesheim, 
in addition to that of the Cathedral at Aix-la-Chapelle. 

Besides a minute description of the designs and technic connected with the 
copper discs at the bases of the ornamental towers. Dr. Bock gives one also of 
other portions of the luminary at Aix-la-Chapelle, and in particular of the inscrip- 
tions engraved on the wreath-like bands connecting the towers with each other. 
In relation to the present subject the following work also may be consulted with 
advantage, viz : '* Geschichte der Bildenden Kiinste im Mittelalter.** Yon Dr. 
Carl Schnaase. Dritter Band, S. 787. (Diisseldorf, l855-) 

When about the sixth and seventh centuries it became customary to suspend 
costly crosses surmounted by votive crowns from the vaulted ceilings over the chief 
altars in large churches, crosses serving the purpose of chandeliers or light bearers 
also came into use, such crosses having their forms modified to enable them to 
carry on their several members a number of lamps or lights of some kind. 

As a light had always a deep symbolical meaning in the Christian Church, it 
being in many instances intended to represent the Saviour, who himself had said 
**£go sum lux mundi** (Joh: viii. 1 2), it was usual to adorn the light bearer, hanging 
as a symbol of the Redeemer before the Sanctuary, with a crown suspended above 
it. From a single light as symbolizing the Redeemer, crowns with twelve lights 
on the bearer were used as referring to the twelve disciples — " Vos estis lux 
mundi*' (Matth: v. 14) — and afterwards crowns bearing many lights in reference 
to the order, **' Sic luceat lux vestra coram hominibus** (Matth: v. l6). 
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Snch crowns of light — corona luminariaj coronm lucis, phari, gahatha — ^pre* 
sented as votiye offerings to the large churches, assumed various forms according 
to the times, but all symbolized with more or less depth of mysticism some dogma 
of the Christian Church. 

Between the years 11 65 and 1170, Frederick Barbarossa and his consort 
Beatrix presented a magnificent votive corona lucis to the Cathedral of Aix-la- 
Chapelle. 

'* On what particular occasion did Frederick Barbarossa feel himself called on 
to present the Cathedral tomb of his great ancestor with this token of imperial 
favour ? Two circumstances there were which might have offered an opportunity 
for thus bestowing on the Church of the Coronation such a prominent gift. For 
instance, the Hohenstaufer in question immediately after his coronation as Roman 
King in the year 1 1 52, solemnized over the grave of Charles the Great, may have 
vowed that present in remembrance of the then just completed historic develop- 
ment of the status of the Blessed Virgin ; or rather, and which is the more probable, 
the votive gift in question' may have followed the occasion when the graye*s rest 
of the Christian Imperial hero Charles was again broken by Frederick the First 
on the 29th of December, 1 165, and his earthly remains solemnly raised after the 
opening of the tumulus. In fact, our meritorious Quix (* Chr. Quix, Geschichte 
der Stadt Aachen, 1 Theil, Seite 65. Aachen, 1 840 *), following a statement by 
Ernst (* Hist, de Limburg,* torn. iii. p. 1 36), relates that afW the opening of 
the grave in the presence of numerous Bishops, Princes, Dukes, and other digni- 
taries of the kingdom, the £mperor in everlasting remembrance of this important 
exposition of the ashes of the holy Emperor, had this splendid light bearer prepared. 
Thus the commencement and completion of the Imperial votive crown would fiUl 
somewhere between the years 1 166-1 1 70> ^ period of time with which the richly 
developed ornamentation of the corona is thoroughly in keeping.** (Bock, op. cit. 

pp. 34, 35.) 

The character and importance of this princely gift of Barbarossa cannot be 
better illustrated than by placing before the reader the following extract from the 
monograph of Dr. Bock, previous to doing which, however, some notice of M. 
Didron*s reflections may not be out of place. The latter observes: — "In the 
hynm composed in honour of the Holy Spirit [* Veni Creator Spiritus *] attributed 
to Charlemagne himself, and which is sung whenever divine enlightenment is 
especially desired .... it is singular to find the warlike Charlemagne, whose life 
was one perpetual scene of warfare, who fought bloody battles in the North, South, 
and East of Europe, perhaps also in Asia and the West, thus invoking peace. 
In the centre of the cupola of the Cathedral of Aix-la-Chapelle, above the tomb 
of Charlemagne an enormous crown is suspended ; a kind of gigantic luminary of 
chiselled, gilded and enamelled copper, presented by the Emperor Frederic 
Barbarossa. The Catholic CsBsar of the Romans (Caesar Catholicus Romanorum 
Fridericus), as Barbarossa styles himself in that luminary, caused the eight 
beatitudes to be engraven below eight great lamps, by which the crown is supported, 
and we are astonished to find Barbarossa exclaiming in conjunction with the 
inscriptions engraven beneath the lamps — 

* Beati mites quoniam possidebunt terram,* 

' Beati Pacifici quoniam filii Dei vocabuntur.* 

The terrible Barbarossa, albeit himself of no very pacific disposition, adds again at 
the end of an inscription of eight verses, engraven on the upper part of the 
crown, and referring to the crown itself — 

* Celica Jherusalem signatur imagine tali • 
Visio Pacts certa quietis spes ibi nobis.* 

Charlemagne and Barbarossa, as is here seen, both wrote and acted alike.** 
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(" Ghristiaii Iconography," Bohn's " Illustrated Library," London, 1 851, pp. 42 1- 

423.) 

To revert to Dr. Bock — 

"As the inscription on the Crown luminary itself clearly indicates, our 
Corona is octagonal in form, in harmony with the Karolingian octagon, the interior 
of which it serves to lighten and decorate. The eight divisions of the luminary 
do not stand out, however, in the straight lined forms of an octagon, the forms 
being modified by eight principal curves. Suppose eight smaller contiguous curves 
meeting at intersecting points, to be described within these eight chief curves, a 
geometric figure will be produced representing in its plan an eight-leaved rose. 
In the eight notches or points of intersection of the secondary curves of the rose- 
like figure, the artist has introduced circular medallions [the eight Beatitudes], 
serving as the bases to as many small towers. In order to double the number of 
towers, the artist has further placed tower-bases at the most prominent parts of 
the arcs of the circles of the rose-like figure. The outlines of these tower-bases 
are alternately rectangular and of quatrefoil pattern .... Between the four 
rectangular bases, a ground plan — as it were^-of a true square may be described, 
and a like second one arises when four straight lines are drawn between the inner 
lunettes of the quatrefoil medallions. On a similar principle, eight different and 
equally large quadrangles may be produced by connecting the eight oppositely 
placed circular medallions with lines. 

^ As mystical expositors have sometimes conceived the Heavenly Jerusalem as 
a rose in its outward appearance, so in a like spirit the ground form of the 
Heavenly habitation may be found in the square, that is included in so manifold 
a way as an inner principle in the eight- leaved rose. The last proposition receives 
yet further support from the circumstance that the Evangelist in his accoimt of 
the Heavenly Jerusalem, expressly pronounces, * et civitas in quadro posita est.* 
( Apoc : xxL 1 6.) That the artist from whom proceeded the ingenious design of 
our crown luminary had in general before his eyes the description by the Holy 
Seer of Patmos, and sought to reproduce it, is clear from the place of the towers, 
which latter are ordered and arranged throughout by threes along the various 
lines of the numerous squares, forming the ground plan of the general design of 
the Corona. The passage in the Apocalypse referred to is as follows : — * ab 
Qriente port® tres : et ab Aquilone portae tres : et ab Austro portsB tres et ab 
occasu portse tres' *' (xxi 13). (Bock, op. cit. pp. 7, 8.) 

As a glance at a geometric ground plan of the Crown luminary at Aix-la- 
Chapelle will show, the eight smaller towers introduced at the notches of the eight- 
leaved rose are kept circular in form, the other eight towers and their bases are 
in one half their number rectangular in plan, and in the other half quatrefoil 
in shape. Beneath the socle of each of these sixteen tower-like stinictures lies a 
strong plate of ** red-copper," on which an engraver has intagliated with powerful 
instrument various designs. As these terminal plates which close the entrances 
below to the ornamental towers take the shape of the ground-forms of the different 
towers, it follows that in the impressions worked off from them, and now before us 
in the series of sixteen prints just described, there are eight engraved plates 
of circular form, four rectangular ones, and four medallions in the shape of 
qnatrefoils. On the eight smaller circular discs are engraved various scenes 
from the Life of the Saviour from the Annunciation to his return at the Last 
Day. 

♦* In all probability," remarks Dr. Bock, " the artist who in red-copper worked 
with sure hand these masterly plates, had the designs of a clever painter or architect 
before him, after which with broad graver he developed his compositions" (p. 9). 
...» ^ It cannot be denied that, as regards design, arrangement, and also technical 
execution, these numerous compositions are equally masterly and for their time 
highly finished. From prolonged observation of these many life-like and vivaci- 
ously executed figures, we have not been able to arrive at the conclusion that the 
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idea and plan of these cleverlj compoied representations can jnstlj be r^arded as 
the creations of a technical engraver, however gifted. On the contrary, we 
believe that the noble scheme of these numerous figurative representations pro- 
ceeded from an habile painter, one who stood at the summit of the art of his time. 
Thus might a practised and artistic copper-plate engraver intagliate with broad 
tool in the metal the models placed before him coming from the hands of a 
higher componist. This view of the subject does not exclude another hypo- 
thesis, which assumes that in correspondence with the typically fixed character 
of painting during the Romanesque Art epoch, a talented engraver copied in 
reduced size, and transferred to copper these particular designs which he 
had come across as monumental paintings execi^ted by an eminent master of 
his time. Although the numerous engraved figures bring to mind from their 
pose, action, and cast of their drapery the traditional Byzantine treatment, it 
must yet be allowed that close observation perceives so much freedom and move- 
ment in the dispositions of the figures, and self-conscious striving after individuali- 
zation in the characteristic heads of these saintly forms as sufiiciently to indicate 
that the master in question, while undoubtedly continuing stead&st to the old 
typical figure-designs of the Art of the period, yet did so without sacrificing his 
own independence as an original artist. The casting of the draperies throughout 
is especially masterly to the ends in view: it does not degenerate either into formal 
vagary or stifihecis, as it so frequently does in pictorial compositions of the same 
epoch. If the anatomic representation of individual parts leaves much to be 
desired when viewed from the present stand-point of Art, it must yet be uncon- 
ditionally allowed, that in spite of the many hard and objectionable features of 
these intagliated compositions, an inexpressible dignity and majesty of expression 
and execution are here present, and that the spiritual element bom of a deep- 
rooted faith which breaks forth from these often naive designs is so intense and 
riveting, that one willingly overlooks the many errors and imperfections of the 
school of the time.** (Op. cit. pp. 14, 15.) 

From the peculiar interest this series of impressions from engraved metal plates 
of the twelfth century must necessarily excite, the following remarks by Schnaase 
may be acceptable to the reader. ** The style of these compositions permits of 
our forming a very high opinion of the artistic ability which was at the service of 
the Emperor and his consort ; at the same time it leads to the conclusion that two 
different masters were engaged on the work. In the scenes from the Life 
of the Redeemer, the conception is naVve and dramatic ; in the Crucifixion the 
Sun and Moon, Mary and John are represented in the usual way, while near them 
are trees treated somewhat naturally. In the Nativity the Child turns towards 
its mother. Joseph converses with raised hand, and even Ox and Ass appear 
to regard the infant Saviour with some consciousness of the importance of the 
occasion. The ground [P border] is always indicated by semicircular scales, each 
bearing a flower. The heads are more square than oval, the feet very large. 
On the other hand, the attitude and bodily form of the Angel of the Annunciation 
are nobler and more in typical manner, with pure oval shape of countenance* 
well disposed symmetrical curls, small and elegant feet, and a very fine cast 
of drapery is present, which permits of the form of the body being easily made 
out. The adjacent figure and accessories remind one rather of the drawings 
in miniatures of Byzantine character. We thus perceive the work not only of 
two masters of different endowments, but of two different purposes in contiguity 
with each other. The master of the Gospel History is influenced by the 
naturalism which made itself so apparent in miniature painting, the other 
master partakes of the tendencies of the severe style which at that time prevailed 
in sculpture. The coincidental occurrence to be noted clearly shows the influence 
which both forms of Art — painting and sculpture— exercised over the workshops 
of the workers in metal. The architecture is everywhere of the circular-arch 
character, and even the ornamentation of the borders and of the bands of the 
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trdlited grounds, as ako the wreaihlike bands bearing ihe inscriptions, and which 
encircle the ring of the luminary, haye throughout a Romanesque, character. The 
ornamentation consists for the most part of rather simple winding forms, foliage 
and like patterns, but all varying and giving — golden on a ground covered with 
a brown varnish — a very rich appearance to the whole." (Op. cit. vol. v. p. 793.) 

On passing to the inquiry — Who was the actual manu^turer of this mag- 
nificent light-bearer in the Church of Aix-la-Chapelle, which has now illuminated 
on special occasions its noble vestibule for longer than seven hundred years P — 
we are informed by Dr. Bock that Death and Gift Registers of the Cathedral 
furnish this information-— 

'* Under the 9th entry before the Kalends of the Month of April (24 March) 
apparently in the last quarter of the 1 2th century, our Death register records 
the demise of a certain Riker, and remarks that the same was the &ther of 
Stephans, a Canon on the Aachener foundation. From an item following this 
entry it appears that the Aachener Clergy commemorated along with the obse- 
quies of Ricker those of a brother of the latter, viz. of Wibert, of whom the 
Death register fully records * that he had presented to the Cathedral Church of 
Notre Dame in that city two silver chalices, also two houses situated close to the 
Church of St. Foillan. It is further noted and with praise that this Wibert had 
devoted much time and labour to the preparation of the corona, that he had 
undertaken the repairs of the roof of the whole church, of the work of the gilt 
cross on the tower, and of the founding of the bells, and that he had carried out 
everything most satisfactorily." ....** As far as relates to our Corona, Master 
Wibert appears to have been active not only as componist in the design of the 
same, but also to have taken in hand its technical exect&tion. The one expression, 
'maximam operam adhibuit,* may be presumed to refer to the conception and 
plan of the corona, and the other, * maximum laborem ad opus coronse/ to relate 
to the technical production or manu&cture of the same. Unfortunately the day 
only and not the year of the Aachen Master and metal worker is indicated in our 
Death Register, otherwise we should possess a moyen de plus for the more perfect 
determination of the year in which the pharus of Aix-la-Chapelle had its origin. 
The result is therefore that we are obliged to infer its chronology from its 
inscription.** 

Relative to the peculiar appearances which the versos^ especially of the latter 
eight impressions, exhibit, Dr. Bock observes, *' Deviating from the eight pre- 
viously described circular discs, the base plates of the eight towers are as opera 
inteseratilia, so pierced through by four (or more) cornered openings, that the 
greater number appear as if formed of regular lattice- work, in the midst of 
which the particular heaiitudo is placed as a standing figure. This latticed 
work, formed of narrow bands of red copper, has been decorated through the 
diligence of the engraver with conventional floriation of Romanesque character, 
yet of very varied patterns, deeply intagliated." . . . . " This [Fl. 1 5] elegantly 
pierced lamina with its several figurative representations may be regarded as the 
most perfect and beautifrd among the sixteen terminal plates here described^ 
Unfortunately — as the impression shows — ^in the course of more than 70O years 
the original metal has suffered rather severely from oxidation, and in consequence 
an impression could not be worked off from it in such purity and clearness as 
have been more or less attained in connection with the other prints." (Op. dt. 
pp. 12, 13.) 



1 " 0(biit) Rickerus pater Stephani fratris nostri." " Item (obiit) Wibertus 
pater guadem Stephani. S. Dei Grenetrici U. ampullas argenteas donavit et 
duas domos qu» adherent £ccl. S. Foillani ; insuper maximam operam et maxi- 
mum laborem ad opus coronsB, ad tectum totius Ecclesias ad crucem deauratem in 
turri, ad campanas adhibuit et omnia feliciter consumpsit." (Op. cit. p. 34.) 
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The results of the damage done to the original copper of PI. 1 5 by time and 
oxidation are mainly to be observed in the deficient inscription as given in the 
first issue, A. l. a, while in Dr. Bock's own version (A. 1. b) the chief figure and 
other parts have sufiered. In the latter version the inscription comes out more 
distinctly than in the Museum Series A. 1 . a. This may result from the circum- 
stance that the thin layer of enamel varnish — email brun of the French ai'chteo- 
logists — with which the letters appear to have been covered, was more perfectly 
removed when the second series of impressions was worked ofi*. 

"This plate also [PI. lo] has become somewhat oxidated in the course of 
time, and thus the impression firom it also is spotty and unclear.** 

'* On Plates 14, 15, and 1 6 the forms of the letters on the scrolls do not seem 
deeply engraved, as they do in the other inscriptions, but to be indicated merely 
by a layer of the before-mentioned varnish. Hence these inscriptions also have 
come off imperfectly in the impressions.*' 

The numerous small circular white spots to be observed in the prints on the 
outer limits of the borders, and here and there about the middle of the im- 
pressions, correspond to the holes through which the metal plates have been fixed 
to the bases of the ornamental towers of the corona. Around many of these 
circular spots are indications of the oxidation which the copper has there under- 
gone and left permanent traces. 

[Dimensions variable.] [Uncoloured.] 



A. 2. 

THE "PASSION" OF THE MASTER OF THE 
YEAR 1467. 

LOWER GERMANY. 

A Series of Twenty-eight Oompositions illustrative of the 
Passion of Our Lord. 

IJEPRESENTATIONS of evente in the Passion of the Redeemer follow- 
ing in each series a regular sequence, characterized Art particularly 
from the thirteenth to the middle of the sixteenth century. The cause for 
this has been found ^ in the impassioned cry to contemplate the suffer- 
ings of Christ, which arose from the foundere of the two important orders of Domini- 
cans and Franciscans. Not only did this desire infiueuce the arts of design, but 
the dramatic art also was called into requisition ; miracle, mystery, and passion 
plays were exhibited in most countries, and to this day " Dass Passionsspiel ** is 
performed every ten years in the Bavarian Highlands of Tyrol. In this latter 
drama, the ** traditional rendering of each scene with its types is retained, and the 
close connection between these religious mysteries and the art which is exem- 
plified in the ' Biblia Pauperum * is demonstrated.** 

The pictorial representation of the " Passion ** was especially a favourite duty 
with the early German and Flemish Masters of the fifteenth century. These were 




' " The History of our Lord as exemplified in Works of Art, &c.,*' by Mrs. 
Jameson and Lady Eastlake, vol. ii. p. l. 
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followed bj Martin Schongauer, Albert Durer, Franz von Bocholt, Israhel van 
Meckenen, Johann von Koln, Lucas van Leyden, the Master S, and others who 
are familiar to us, chiefly by their woodcuts or copper-plate engravings illustrating 
incidents in the Life of Christ, from Uis entry into Jerusalem to His appearance to 
the Disciples at Emmaus. 

The series of the Life of Christ was made afterwards to include other events, 
such as the Holy Women at the Sepulchre, the Las^ Judgment, and the 
Mass of St. Gregory. '* Germany with her princes and potentates, indifferent 
to Art, and the great mass of the population depressed • by poverty, gave but few 
commissions for pictures, and &r less for works on a monumental scale to her 
great painters. They therefore gained their bread chiefly by the exercise of forms 
of Art more accessible to an humbler class of patrons." (Lady £astlake,op. cit. p. 2.) 

The merit of such work as they produced mainly consists in its busy and 
dramatic character, there being more story in their designs and more allusion 
or foreshadowing of what is to come than in compositions of more artistic and 
refined character. 

The series of prints about to be described is of much interest as regards the 
early history of the Art of engraving. On one of these prints occurs the third 
earliest date as yet recognized on an impression from a metal plate engraved in 
intaglio. This date is 1457. The first or earliest date on such an impression 
hitherto recorded is 1446, this \s upon a piece — the flagellation — of a Passion 
formerly in the possession of the well-known iconophilist M. Renouvier, of Mont* 
pellier. The second date is that of the year of 1451, inscribed on an engraving 
by the Master P, of the Virgin and Child, a date, however, which in the opinion 
of some good authorities is not sanspeur et sans reproche} 

On the composition representing the " Last Supper," in the present sequence 
occurs the inscription " Ivii. jor," which may be accepted in all surety we believe 
as signifying the year 1457* ^^ should not be forgotten that there occur earlier 
dates than any of these on certain woodcuts, e^, 1 41 8 (but of doubtful genuineness) 
on the so-called '* Brussels print ;" 1423 on the "Buxheim St. Christopher," and 
1437 on the St. Sebastian of St. Blaize. 

The twenty-eight little prints under consideration are upon thin vellum, and 
have been cut out of a MS. in German, as the writing on the versos proves. At 
first sight many of them appear as if they were the ordinary illuminated miniatures 
common to MSS. decorated not in the highest style of the miniatori. On close 
inspection, however, the outUnes of the figures are seen to have been engraved 
and printed ofi* in dark ink. The forms have been strongly coloured, the 
nimbi illuminated with leaf gold, and the armour of the soldiers and other 
metaUic objects illuminated with silver, now tarnished from oxidation. From 
these operations, and the painting of some of the accessories and broad shadows 
in black, any more delicate work of the graver if present — which is not likely 
to be the case — would be quite imperceptible. 



NO. I. 

THE TOfJTHTUL CHBIST TEACHINQ IN THE TEMPLE. 

^HIS design is a curious exception to the commencement of the 
" Passion '* as it is usually represented. The first incident recorded 
is generally that of Christ's entry into Jerusalem, but here we have 
an event conventionally belonging rather to the " Life of the Virgin," 
the latter seeking her Son *' sorrowing," and finding Him in the Temple. 

* On these two examples, see Passavant, vol. ii pp. 3-6. Also Weigel, 
" Anfange, etc.," vol. ii. p. 335. 
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In the present compoRidon both the exterior and interior of the Temple are 
shown. On the right hand the inner part is exposed, allowing our Saviour to be 
seen on an elevated seat expounding the law from a book before him. Five 
figures as if engaged in discussion are around the seat, three of whom have books 
in their hands. Four of the figures are seated, one is standing. The event takes 
place beneath a groined and vaulted ceiling, two of the supporting colunms of 
which are represented. On the left^and the Virgin Mother and St. Joseph — a 
diminutive figure — are seen standing at the outer door, the knocker on which St. 
Joseph raises, as about to seek admission, while the Blessed Virgin — a fuQ head 
taller than St. Joseph — looks anxiouslj towards the door. A circular nimbus, 
with slight indications of its cruciform character, is over the head of Christ, and 
a nimbus over the head of the Virgin ; both nimbi are illuminated with leaf gold. 



NO. 2. 

JESUS WASHES THE FEET OF HIS DISCIPLES^ 

CN the foreground kneels Christ,* directed towards our right, with the 
forearms bare and " the towel wherewith he was girded.** From the 
action of the Disciple on whose feet Jesus is engaged, the former 
appears to be Simon Peter hesitating at the act, to which hesitation 

our Lord has replied, ** Si non lavero te non habebis partem mecum '* ( Johan : xiii. 

8). Simon Peter raises his hands exclaiming— 

** Domine non tantum pedes meos sed et manus et caput** 

With the left hand our Lord grasps the right leg of the disciple seated on the 
right, between whom and Christ is a shallow tub, over which the latter holds His 
right hand, as if about to wash the di8ciple*s foot held in the other. In a semicircle 
around and beyond the central figures are visible eleven of the disciples. Of 
some of these not more than small portions of their nimbi can be seen. The first 
and nearest disciple on the left is seated. All the figures have Uluminated nimbi, 
the nimbus of Christ being large and cruciform. 



NO. 3. 

THE LAST SUPPEB. 

\ HRIST and His disciples are seated at a round table in the front of 
which are two low seats, one on the right and one on the left hand. 
On the seat at the right hand is seated Judas Iscariot, who raises his 
hands and throws back the head gesticulating. His mouth is open, 
and the Devil — in the form of a large fly — ^is about to enter it. On the sides of 
the seat upon which Judas is seated appears the date 1457 in the following 
form — 
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Opposite to Judas, and on an exactly similar seat, but without any inscription 
upon it, sits another disciple raising his hands in astonishment at the behaviour 
of iRcariot. Christ is seated at the fiirther and central point of the circle of dis- 
ciples, while that one of the latter " whom Jesus loved" inclines his head upon 
tke table before our Saviour. 



NO, 4. 

CHRIST ON THS MOUNT OF OLIV£S. 

j K a bank in the foreground our Lord lies extended with face to the 
earth and with outstretched arms. Somewhat before yet beyond 
Him is a chalice on an eminence, above which projects from the 
clouds the hand of God the Father holding a small tan cross. The 
lieads of the three disciples rise from behind the bank on the left. Above their 
nimbi may be seen the entrance to the Garden, the wattled fence enclosing which 
is in part visible. 

NO. 5. 

THE BETRAYAL BT JUDAS. 

^N the centre of the composition stands Christ in the act of being kissed 
by Judas, who stands on the Lord*s left hand, and has a large purse 
at his side. A soldier from behind places his hand on Christ*s chest, 
while another prepares to throw a rope over our Saviour, who from 
His action appears as if saying to Simon Peter, ** Mitte gladium tnum in vaginam ; 
Calicem quem dedit mihi Pater non bibam ilium ?" (Johan : xviii. 11.) 

Lnmediately in the foreground sits Malchus, who has dropped his staff and 
lanthom, and raises his left hand to the right ear. More or less of the persons of 
three other disciples may be observed near our Lord. 



NO". 6. 

THE PROSTRATION OP THE COHORT BEPORB CHRIST. 

JN the lefb stands Christ with raised right hand directed towards three 
of the guards prostrate on the bank before Him. Our Lord appears to 
have just uttered the words, "Ego sum," when the guards, "Abierunt 
retrorsum et ceciderunt in terram.'* (Johan : xviii 6.) 
Behind Christ and on the left stands a disciple, and on the right hand above 
die prostrate guards is the open door of the Garden. 

The account of the Betrayal of Christ — speaking in reference to pictorial 
relations — presents more circumstances than Art can express at once, for "looking 
broadly at the recital there are two separate ideas — that of treachery in the kiss 
given by Judas, * one of the twelve,' and that of supernatural power in the effect 
of those few small words, *• I am He,' an answer so gentle, yet which had in it a 
strength greater than the Eastern Wind or the Voice of Thunder, for God was in 
that still voice, and it struck them to the ground." 

'' Both these ideas were adopted by Art ; that view of the Betrayal which is 
given by the prostrate guards being from its greater reverence adopted first. 
For earff Art never lost sight of the fundamental conditions on which every event 

, D 





Digitized by 



Google 




34 SPECIAL INCUNABULA. 

in our Lord's course on earth, and especiallj of this portion of it, was based, namely, 
the voluntary nature of all His acts." ....*' The prostration of the troop is 
almost an anomaly when seen in Art, for the guards seem at this moment to be 
the captured and betrayed, not our Lord." ..." Generally the prostration of the 
guards is given in a very simple way. A few figures with weapons, and often in 
armour, are lying flat on the ground in parallel lines, whilst our Lord stands erect 
above them, the image of calm power." (" History of our Lord," vol. ii. p. 35-) 



NO. 7. 

IS8U8 BE70BE CAIAPHA8. 

|N the right stands the High Priest Caiaphas on th^ lowest step of 
the judgment seat. On his head is a mitre ; he is clothed in a 
long red tunic girded round the waist, and he tears open the vestment 
at his chest. He has interrogated our Lord standing with bound 
hands before him, " Tu es Christus filius Dei benedicti ?" etc., and observed to 
his persecutors ("scindens vestimenta su&")," Quid adhuc desideramus testes P" after 
what Jesus has replied. A soldier has raised his right hand, which holds a short 
club, as if about to strike our Saviour, while another soldier takes him by the left 
arm, thus illustrating the statement, ''Hssc autem cum dizisset, imus assistens 
ministrorum dedit alapam Jesu, dicens : Sic respondes pontifici?" (Johan: xviii. 22.) 



NO. 8. 

THB MAID-SBBVANt OV THB HIGH PBIBST ACCUSIHQ PBTEB, 

} N the left hand stands Peter with the right hand raised and turned 
towards the servant of Caiaphas on his left, who with both hands up- 
lifted and with expressive countenance, is accusing Peter of having 
been with Christ— "et ille negavit eum dicens mulier non novi 
ilium." (Luc : xxii. 58.) 

Above the head of Peter is a niche in the wall in which stands a cock, and 
towards the right through an archway may be seen our Lord led away by soldiers 
to Pilate. 



NO. 9. 

CHBISt BEPOBE PILATE. 

ILATE is seated on the right hand ; before him stands Christ, guarded 
by soldiers. Pilate raises his hand as if in the act of saying, '* nihil 
invenio caussQ in hoc homine." (Luc : xxiii. 4.) 
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NO. 10. 

CHBI8T BEFORB HEBOD. 

\ EROD clad in royal robe, with sceptre in the left hand and crown 
upon his head, is seated on the judgment seat, having behind him a 
richly embroidered curtain. He raises his right hand and looks 

. towards Chrbt, who stands before him guarded by soldiers. Our 

Lord looks passive, and unanswering, and has His hands bound before Him. The 
guards around Him look insolently and inquisitiyely at the face of Christ, as to 
how he may reply to Herod, who "interrogabat autem cum multis sermonibus, et 
ipse nihil iUi respondebat.** (Luc : xxiii. 9.) 

NO. II. 

CHBI8T MOCKXD. 

IHRIST has been placed in mockery and bUndfblded on a seat of im- 
portance. A mock sceptre is in His hands. An attendant on the left 
hand spits in our Lord's face and lifts his right hand open to strike 
Him ; another on the right is about to strike Him in the £ftce with the 
palm of his right hand, while a third standing with outstretched legs before Christ, 
jeers at and mocks Him in illustration of Mark's account, ** et cceperunt quidam 
conspuere eum et velare &ciem ejus et colaphis eum cssdere et dicere ei : Pro- 
phetiza: et ministri alapis eum cedebant.'* (Marc: ziv. 67.) 

NO. 12, 

THB 7LAOBLLATIOII. 

lENEATH the middle of an archway suppported by columns stands a 
tall pillar, extending the whole length of the composition. To this 
Christ is bound by the legs and arms.- He is undraped with the 
exception of having a loin doth. His body is covered with drops of 
blood. A guard on the right hand raises above His head with both hands a 
rod, intended to strike our Lord with great severity. Another man on the left 
hand is about to strike Christ with a scourge raised in the right hand, while he 
holds in the left a rod. The action and expression of these prison officers are 
highly indicative of their intentions to carry out in ftdl the orders of Pilate, 
** Tunc ergo apprehendit Pilatus Jesum et flagellavit.'* (Johan : xix. 1 .) 

NO. 13, 

THE CROWNIKG WITH TH0BN8. 

lENEATH a kind of vaulted chamber widely flattened at the top sits 
our Lord on a seat of circumstance. His body has been clothed in a 
purple robe of royalty from which protrude the bare arms, covered 
with blood drops from the scourging. On His head la a crown of 
thomi, and in His right hand a reed. A prison attendant stands on each side of 
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Christ pressing down by means of a long staff the thorns upon His brow, from 
which long drops of blood course down upon His face. The man on the left seems 
to express his enjoyment of the duty he is performing. A third man is kneeling 
before Christ mocking Him, thus illustrating the statement of St. Mark, " Et 
induunt eum purpura et imponunt ei plectentes spineam coronam et coeperunt 
salutare eum : Ave rex Judteorum. Et percutiebant caput ejus arundine et con- 
spuebant eum, et ponentes genua adorabant eum '* (xt. 1 7). 



NO. 14. 



|N the higher step of a doorway to the Prsstorium stands Christ, with a 
scarlet robe thrown over His otherwise naked and bleeding body, 
which is exposed as Pilate draws away the vestment from it with his 
left hand. On our Lord's head is the crown of thorns, and around 
His loins a cloth ; His hands are tied before Him ; an attendant behind and within 
the building appears as if pushing forward our Lord. Pilate stands on the left 
hand, and as if saying to the people near, " Behold the Man;" an attendant kneels 
on one knee before the steps of the doorway mocking Christ, and as if about to 
take off his cap in derisive honour to him. '* Exivit ergo Jesus portans coronam 
spineam et purpureum vestimentum. Et dicit [Pilatus] eis: Ecce Homo.** 
(Johan : xix. 6.) 



NO. 15. 

PILATE WA8HIKQ HIS HANDS. 

iHRIST in long robe, crowned with the wreath of thorns, with drops 
of blood on His face and hands bound before Him, stands again before 
Pilate, seated oh a judgment seat. The latter turns his head towards 
Christ and the soldiers guarding Him, while he washes his hands in 
oriental manner, illustrating the account by Matthew (xxvii. 24). '* Yidens autem 
Pilatus quia nihil proficeret, sed magis tumultus fieret : accepta aqua, lavit manas 
coram populo dicens : Innocens ego sum k sanguine justi hujus, vos videritis.** 

Behind Pilate stands the attendant, sent by Pilate's wife ; he looks anxiously 
and points downwards towards Christ, as if repeating his mistress's caution : " Nihil 
tibi, et justo illi ; multa enim passa sum hoc^e per visum propter eum." (Matth: 
xxvii. 19.) The soldiers guarding Christ are in armour, bearing lances with 
pennons. 

NO. 16. 

CBBIST BEABIBG HIS CROSS. 

f ESUS stooping somewhat supports with both hands the Cross upon His 
back, directing His steps towards the right. Before Him is a man 
pulling our Lord forwards by the rope by which He is girded. 
Simon of Cyrene in a low stooping posture bears up the Cross at its 
lower end. The Blessed Virgin with raised and joined hands follows her Son, 
and a man behind seems to be pushing her back again. A soldier with a short 
staff presses down the thorns on Christ's head. 
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Thus 18 St. Matthew*s description illustrated : — 

** Et postquam illuserunt ei, e^uerunt eum chlamyde et indaenint eum vesti- 
mentis ejus et duxerunt eum ut crucifigerent. Bxeuntes autem invenerunt 
hominem Cjrenssuiu nomine Simonem, hunc angariaverunt ut tolleret crucem 
ejus" (xxvii. 31). 



NO. 17. 

THB DISBOBIKQ OF CHBI8T, AND YIBGIN APPLYING THE LOIN CLOTH. 

lUR Lord is nearly stripped of His garments by a soldier on the right, 
showing the body marked with the effects of the flagellation. His 
Holy Mother stands behind our Lord, around whom she is about to 
tie a loin cloth. '* This subject is rarely seen, but may be traced to 
a passage from a dialogue on the Passion of our Lord, much after the fashion of 
St. Brigittals * Revelations,* by one Dionysius Ik Richel, a Carthusian, who makes 
the Virgin say, * Panniculum capitis mei circumligari lumbis ejus,* i,e. ' I wrapt 
his loins roimd with the cloth finom my head.**' (" History of our Lord,** vol. ii. 
p. 126.) . 

Behind the Virgin stands St. John ; beyond him appears the nimbus of another 
disciple. 

NO. 18. 

CHBIST DISROBED AWAITING THB PREPABATION OF THB CROSS. 

^HIS also is an unusual representation in the series of the Passion or 

Stations : our Lord is seated upon His vestment thrown down on the 

ground towards the left. A loin cloth only girds Him. His hands are 

tied in front ; His coimtenance expresses subdued pain and grief. 

Behind and on the side of an acclivity lies the Gross, in which one man is 

boring a hole where the feet of the Crucified are to come, and another is boring a 

hole at one of the ends of the cross-beam. Pilate with an attendant is looking 

on and giving directions. 



NO. 19. 

CHRIST BBIRQ NAILBD TO THE CROSS. 

^ HE Cross lies on the side of an acclivity; upon it is stretched our Lord, 
His right hand already nailed to it, and His legs bound to it by a rope. 
An executioner drives a nail through Christ*s left hand^ while another 
nails the feet to the Cross. Pilate with an attendant is looking on 
giving orders. Christ appears looking up towards heaven as if saying, ** Pater, 
dimitte iUis : non enim sciont quid faciunt.** (Luc : xxiii. 34.) 
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NO. 20. 



CHEI8T ON THE CBOS8. 





[UR Lord is upon the now elevated Cross ; on the right band side of it 
stands the Blessed Virgin with joined hands and looking slightlj 
downwards towards the body of her Son. On the left of the Cross 
stands St. John holding a book in his right hand, which is hidden 
under his mantle. Blood drops from the wounds in the hands of Christ and issues 
from the puncture in the right side of the chest. 

This is a very simple and early form of representing the Crucifixion— one in 
which the Virgin and St. John stand alone by the Cross and where the presence 
of the thieyes is omitted. 



NO* 21. 

THE DEPOSITION FROM THE CE088. 

L HE right hand of Christ has been detached from the Cross ahd ftdls 
over the led shoulder of Joseph of Arimathaea, who receives in his 
arms the body of our Lord just above the loins, which he infolds in a 
large piece of drapery. On the right hand an executioner has 
ascended a ladder in order to remove the nail which secures the left hand of 
the Crucified to the Cross. On the left stand the Virgin Mother and St. John, 
the former with raised and joined hands. 

'* Rogavit Pilatum Joseph ab Arimathea — ^ut toUeret corpus Jesu, et permisit 
Pilatus. Venit ergo et tulit corpus Jesu.** (Johan : xix. 38.) 



NO. 22. 

THE HOLT WOMEN LAMENTING OVEB THE BOOT OF CHBIST. 

I^HIS incident (Station 13), which does not receive mention in the 
Oospels, is described by St. Buenaventura as follows : " The nail 
being extracted from the feet, Joseph descended and all received the 
body and placed it on the ground. Our Lady sustained the head and 
shoulders on her lap ; the Magdalen the feet, next which she had formerly found 
such grace ; others stood around, all making great lamentations — all weeping for 
him as bitterly as for a first-bom." 

Li the composition before us, St. John is represented in the middle, kneeling 
with joined hands over the body of Christ. On his right hand kneels the Blessed 
Virgin, on his left Mary Magdalene. Behind, yet looking between the Virgin and 
St. John, may be perceived Stw Martha. 
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NO, 23. 

THB ENTOMBMENT. 

^ HE body of Christ as received from the Cross is being lowered into a 
tomb by means of a large sheet, held beneath it by JSTicodemos and 
Joseph of Arimathssa, as they assist in the performance of their sacred 
duty. Nicodemus stands on the left supporting our Lord^s head and 
shoulders as Hb body is placed in the tomb. At the feet is Joseph of Arimathssa* 
The Blessed Virgin stands with joined hands in the centre of tlie group behind 
the tomb. 

'* Erat autem in loco, ubi crucifixus est, hortus : et in horto monumentum 
novum in quo nondum quisquam positus erat. Ibi ergo propter Parasceven 
Judieorum, quia juxta erat monumentum, posuerunt Jesum.** («fohan: xix. 41.) 

NO. 24. 

THB DESCENT INTO L1MBUS. 

JT was a legend of the seventh century that our Lord between the 
times of His Crucifixion and His Resurrection passed on to *^ Limbus,** 
a border place for the unbaptized, as distinct from Purgatory, the 
temporary abode of those who had received the Sacrament of Baptism. 
From Limbus a wail had issued on the completion of Christ's Sacrifice, '^ Lift up 
your heads, O ye gates, and be ye lift up ye everlasting doors, and the King of 
Glory shall come in.*' To which answered the Prince of Darkness, in his assump- 
tion of mock ignorance, "Who is this King of Glory?" when the Spirit of David 
replied, " The Lord strong and mighty, the Lord mighty in battle — the Lord of 
Hosts, He is the King of Glory.*' (Psalm xxiv.) Then appeared Christ before 
the gates of Limbus, which fell to pieces at His approach. 

In the representation before us of this incident, our Lord is seen on the lefl 
hand clad in royal scarlet vesture, holding in the lefl hand a cross and labarum, 
or banner of victory, and with the right grasping the arm of Adam, whom He 
leads forth from Limbus. The latter person is followed by Eve and the Saints 
of the pre-Christian period, while David the Royal Prophet is supposed to exclaim, 
" O sing unto the Lord a new soqg, for He hath done marvellous things ; His 
right hand and His holy arm hath gotten Him the victory." (Psalm xlviii.) The 
doors of Limbus lie in fragments on the ground, and on these our Lord stands. 
Flames issue from the open doorway, and surround the bodies of the Saints. 
' Through an arched opening in the wall on the right may be seen the head of a 
demon gazing in anger at Christ. 

Li representing this assumed event " we should greatly err in restricting the 
aim of the artist to the supposed deliverance of certain souls from hell. In earlier 
times at all events the illustration of a great principle as well as of a legendary 
fiu!t was his object. It was Christ having overcome the sharpness of death and 
opening the kingdom of Heaven to all believers." (*• History of our Lord," voL ii. 
p. 257.) 
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NO. 25. 

THE BBSUBBBCTION. 

[HOUGH the Gospel narratives do not afford an account of any of the 
details of the actual Resurrection, since not anj mortal eye had wit- 
nessed it, yet from the thirteenth and fourteenth centuries Art took 
upon herself its representation. 
Taking the account of St. Matthew as the text firom which to proceed — 
" Convenenmt principes sacerdotum et Pharissei ad Pilatum dicentes : Domine, 
recordati sumus, quia seductor ille dixit adhuc yivens : post tres dies resurgam** 
(xxvii. 62) — our Lord is seen rising from the tomb, giving benediction with the 
right hand, and bearing the cross and banner of victory in His left. A scarlet 
drapery covers partly the body. Three guards are near the tomb, two of whom 
are represented asleep ; one is prostrate on the ground before the tomb. It may 
be observed that the tomb is closed and elaborately sealed, while above it ascends 
the Lord. 

NO. 26. 

THB HOLT WOMBN AT THB 8BPULCHBB. 

\ N illustration of St Mark's account — " Et cum transisset Sabbatum, 
Maria Magdalene, et Maria, Jacobi, et Salome emerunt aromata ut 
venientes ungerent Jesum — et introeuntes in monumentum viderunt 
juvenem sedentem in dextris^-qui dicit illis nolite expavescere Jesum 
quseritis Nazarenum crucifixym : surrexit, non est hie, ecce locus ubi posuerunt 
eum** (xvi. i-6) — within and at the right hand end of the now open tomb stands 
an angel, who lifts with the left hand the empty winding sheet of the Lord, and 
turns as if addressing the Holy Women. A long scroll proceeds from the hand of 
the angel, but not any inscription is upon it. From the angePs forehead rises a 
smaU gold cross. The three holy women are seen descending to the tomb bearing 
vases of precious ointments in their hands. 



NO. 27. 

CHBIST APPEABINQ AS THB GABDENBB TO MABT MAGDALEN B, 
OB THB "noli MB TANGBBB.** 

|N the right stands Christ with head turned towards the left ; He rests 
the right hand on the handle of a spade, and bears a cross and laba- 
rum in the left hand. On the left kneels Mary Magdalene with raised 
bands looking towards Christ. Both persons are in red vestments. 
Behind them rmis the wattled fence of a garden, and on a hill in the distance is a 
large tree. The marks of the wounds from the nails are shown on the feet and 
hands of our Lord. " Dicit ei Jesus : noli me tangere, nondum enim ascendi 
ad Fatrem metun.** (Johan: xx 16.) 

" In this action * Touch Me not* needs no vindication. He has passed the 
gates of Death. She is still on our side of them. She is the same, yet myste- 
riously changed, for mortality has put on immortality. A narrow space only 
divides them, but yet it b ' the insuperable threshold.* " (" History of our Lord," 
vol. ii. p. 280.) 
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NO. 28. 

\ 

THE INCKEDUUTT OF 8T. THOMAS. 

JENEATH the groined and vaulted ceiling of a chamber supported by 
columns stands Christ on the right, bearing in His left hand the cross 
and labarum. He places His right hand on the forearm of St. Peter, 
who kneeling at His side applies his hands to the wound in the chest 
of Christ Here is illustrated the statement of St. John. " Dicit Thomae : Infer 
digitum tnum hue, et vide manus meas et affer manum tuam et mitte in latus 
menm: et noli esse incredulus sed fidelis.** (Johan: xx. 27.) 

The various pieces of the series which have been now described are, as before 
remarked, strongly coloured, the nimbi illuminated with gold, and the armour and 
implements with silver. The latter is now black from oxidation. All the grounds 
whether of in or outdoor scenes are of deep green colour, and the skies are 
coloured at the upper parts deep blue. The high lights have been left to be 
formed by the white ground of the vellum in the draperies of the Virgin, St. 
Thomas (No. 28), and of some of the other figures, the effect of which in certain 
of the prints (No. 1 2, e, g,) is that of a miniature on ivory. 

*' Li style of Art, and in the still soft folds of pure taste, these little prints 
recall the small Passion by Meister Wilhelm in the Berlin Museum. At the same 
time the treatment is very simple, and does not extend beyond a pale outline. 
Most of the compositions have something awkward ; on the other hand, single 
motives are speaking. The powerful colouring applied, and the large glories 
laid on with gold leaf, with borders and decorations painted in black, bring these 
little prints in dose affinity to miniatures. Here evidently we see a kind of 
transition from the art of miniature painting, to that of engraving on copper.** . . • 
** These engravings appear to have been executed in the Rhine country, probably 
in Cologne ; they afford a fresh proof of the e^ly exercise of the art of engraving 
on copper in Germany." (" Galleries and Cabinets of Art in Great Britain, etc.," 
by Dr. Waagen. Murray's Edition, 1857. Supplementary volume, p. 49.) 

It may be observed that the designer and colourist have adhered to two con- 
ventional rules, followed when Judas Iscariot was represented, — '* by an exaggera- 
tion of the Jewish cast of features combined with red hair and beard, they [the 
painters] flattered themselves that they had attained the desired object. But as 
if this were not enough the ancient painters, particularly in the old illuminations 
and in Byzantine Art, represent Judas as directly and literally possessed by the 
deviL Sometimes it is a little black demon seated on his shoulder and whispering 
in his ear ; sometimes entering his mouth : thus in their simplicity rendering the 
Words of the Gospel, ' Then entered Satan into Judas.* ** 

'' The colour proper to the dress of Judas is a dirty dingy yellow, and in 
Spain this colour is so intimately associated with the image of the arch-traitor, as 
to be held in universal dislike ; both in Spain and Italy malefactors and galley- 
slaves are clothed in yellow, at Venice the Jews were obl^ed to wear yellow hats.** 
(" Sacred and L^endary Art,** p. 154.) 

Each composition is enclosed within a border, rather more than ^th of an inch 
wide and coloured deep red. 

[Size including border 3|- x 2f] [Coloured.] 
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A. 3. 

THE VIRGIN AND CHILD ADORED BY AN 

ABBOT. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

^ITHIN a chapel of Gx)thic architecture stands the Blessed Virgin, 
bearing on her right arm the infant Jesus. She is draped in tunic and 
mantle, very large and fiiU in their folds, concealing the low wall, the 
seat behind her and the ground at her feet A plain nimbus encircles 
the head of the Virgin and her long and waved hair falls over the shoulders to 
below the arms. In general action she is directed slightly to the lefl, and her 
head is inclined somewhat over her right shoulder. The infant Saviour on the 
Virgin*s arm holds in His extended right hand a flower, while He grasps with His 
left hand the left foot, pressing both against the bodj of His Mother. A circular 
nimbus with cruciform rajs within it surrounds the infant Saviour^s head, the hair 
of which is curled in such way as to resemble somewhat a wreath of rosebuds. 
A piece of draper j is thrown over the lower part of the body, which otherwise is 
nude. To the le^ kneels a tonsured ecclesiastic with joined hands, as if in adora- 
tion. A pastoral staff with inverted crook rests on his right arm and shoulder. 
He is draped in a ^U and caped mantle with collar and tassels at the neck and 
cord around the waist. This personage is probably intended to represent a 
mitred abbot — the Abbot Ludwig. From above the shoulder of the latter rises 
a broad and waved scroll, extending over the entire length of the window behind 
him, and on which is inscribed in reverse — 

^' 3[t0u tjerhum 0llmt patri0 
derua deruo0 tue Jj^atri^/' 

The scene is regarded through a broad, rounded archway, supported at each side 
by short clustered columns. In the background behind the Virgin is a sort of 
cloister having four small circular arched windows. The ground is mailed out 
as pavement in perspective, and the stony character of the walls is indicated by 
the technic. On a margin at the top of the print, above the mouldings of the 
archway, is inscribed in Gothic character in reverse — 

iLu1itoicu0 ;: 9bha0 ;: anno ;: Tiomini ;: ]^AA» 

On a margin below the composition are the words in like character — 

^oIfcan0U0 % auriflBher %. 

A certain amount of cross hatching may be observed in parts of the drapery 
and elsewhere. The work in places is coarse in character, but in portions of the 
drapery of the Virgin it is comparatively delicate, and in lightly woAed-off 
impressions, the delicacy of the technic in the large folds of the Virgin's mantle 
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appears snch as to be out of keeping with much of the work elsewhere, giving rise 
to a suspicion as to the genuineness of the original plate from which the impres- 
sion has been taken. 

The impression itself is confessedly modem, having been worked off, according 
to Heller (^' Practisches Handbuch fur Kupferstichsanunler.** Leipzig, ^ 1 858, 
p. 83), from a plate found fixed on the wall of the sacristj of a church connected 
with the Prsemonstraten Convent of St. Lucien, in Graubunden. This plate 
came afterwards into the possession of Hertel, an art publisher at Augsburg, who 
at the end of the last centurj, remarks Heller, '* according to his own statement 
had twenty-four impressions only worked off from it, and had the impudence to 
ask a subscription of six ducats for each impression.** 

The original plate is assumed to have been from its position when found, 
either a votive onp or an ornamental appendage to a tabernacle or other piece of 
church frimiture. The marks of the holes through which passed the screws by 
which the plate was fixed, are visible in the impression, and as the inscriptions 
on the latter are in reverse, the plate was evidently not intended to have been 
printed from. From the lower inscription it may be inferred that the plate was 
the work of one Wolfgang, a goldsmith, and from the upper that the decoration 
was the gifr of Abbot Ludwig in the year 147 7. 

There is a modem copy of this print in reverse, all the inscriptions reading 
rig?it therefore. 

The question may be asked. Was the origmal metal plate itself from which the 
impressions in reverse were printed off really what it pretends to have been,^ and 
the genuine character of which was accepted by Bartsch (voL x. p. 16, n. 13) and 
by Passavant (vol. i p. 264, p. 352) ? 

A bare suspicion of the genuine character of this print had more than once 
come across our mind, but in the face of the authorities mentioned we hesitated to 
give it value. It has been freshly revived, however, since we met with not long 
ago the following notice in Rudolph WeigePs **EUnstlager-Catalog** (Leipzig). 
Number 8725: — " .... Wolfgangus Aurifaber — ^Die Madonna mit d. kinde, von 
einem Bischoff verehrt, 1447, foL Neuer Druck einner von Bartsch (P. Gr. 
T. X. S. 1 6.) beschrieben Blattes von der Gegenseite. Beide ofters vorkom- 
menden BL Nr. 13 sind alt u. existiren in neuen Abdrucken, sind aber fast 
werthlos; da es compilationem aus Ultem Blattem sind, dazu weder Eunst 
noch Literesse des Alterthums sie auszeichnet.** 

Though there is to us some obscurity in the above statement, we have come 
to the conclusion that in Weigel*s opinion the original plate itself is a compilation 
in modem times from older plates, and that both the first impressions as well as 
the copy in reverse are " almost worthless." 

B^erence has been made already to a certain discrepancy in the work of 
different parts of the engraving — ^the technic is out of keeping as a whole. At 
first sight such may not be apparent, but let the larger folds of the Virgin's 
mantle be closely examined, and then other parts of the print, and it must appear 
we think as if the engraver forgot his assumed (?) old-style of work — a style 
associated in the mind with coarseness or want of delicacy — when he worked on 
the folds of the mantle. 

The inscriptions are en rebours, yet the Virgin sustains the Child on her right 
arm, and the latter holds the flower in His right hand — ^both actions being repre- 
sented on the original metal by the artists as performed by the left band of course. 
It may be said, however, that it is more natural for a mother to hold her child 
on the left arm than on the right, and as under such circumstances the left arm 
of the Child would be the free one, the Child would extend that arm with the 
flower in the hand, and not the right one. Further, whatever might be said of 

* That is, a plate worked by a goldsmith in the year 1477. 
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the face of the Infant Saviour, of the features of the Virgin and of the adonng 
ecclesiastic, little could be advanced in favour of their being such as we might 
expect from an engraver who worked the folds of the mantle. 

[Hi X 8.] [Uncoloured.] 



A. 4. 

THE VIRGIN AND CHILD ADORED BY AN 

ABBOT. 

Copt. 

NINETEENTH CENTURY. 

GERMANY. 

COPY in reverse of the engraving before described [A. 3]. 

In this inferior production the actions are performed with the right 
arms and hands, and the inscriptions read properly. The lower in- 
scription is wanting and the marks of the holes of fixature are absent. 
We assume this print to be the one first referred to by R. Weigel in the 
notice of his Catalogue (No. 8725) previously quoted. 

[11x8.] [Uncoloured.] 
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PREFATORY REMARKS. 



Prints in the '' Maniere Oriblee/' 

pKE examples now to be described present to the 
^ eye a very peculiar appearance. In the novice 
)^ they give rise to much curiosity as respects the 

Emode of their production, a curiosity the satis- 
faction of which many experts would consider to 
^ be still a desideratum. The most striking 
^ feature in the appearance of the majority of 
these prints, is the important part which white dots (of variable 
size) on a dark ground have been made to play in the technical exe- 
cution of them. From the preponderance of this particular technic, 
the engravings in question have received the names of "Dotted 
prints,'' Schrotbldtter, and prints in the Maniere Oriblee. 

When attention was first drawn to them, they were con- 
sidered to be impressions from engraved wood blocks, and to 
this opinion some authorities still adhere. More recent in- 
vestigations have led, however, to a prevalent conclusion that 
these prints have been worked from metal plates (of rather soft 
material), which have been engraved in a composite manner, a 
manner partaking of some of the characteristics of both wood 
engraving, or engraving in relief, and ordinary metal plate en- 
graving, or engraving in intaglio. It must be admitted, however, 
that the ''large dotted manner'' was occasionally performed on wood; 
but whether as only an experimental imitation or not of the original \ 
process on metal is a doubtful matter. On reference to a print of ) 
the Last Judgment from a wood block in the Derschau and Becker 
collection,^ it may be seen that the original engraving was treated 

^ ** Holzschnitte alter deutscher Meister, etc.** Gotba, l8oi^ plate A. 1 1. 
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48 PRINTS IN THE MANIERE CRIBLEE. 

in parts in a manner like that practised, it is assumed, usnally on 
metal plates. In the print referred to, the drapery for instance of 
Christ and part of that of John the Baptist are treated as in the 
ma/niere crihUe. It is probable, also, that some at least of the cuts 
having crihU grounds to be met with in the French '' Livres 
d'Heures '* are from wood blocks, though it is known now that in 
many instances they are really from metal. 

As we examine various impressions in the maniere crihlee, we 
cannot help feeling that certain of the forms in the designs appear 
to be given by white parts on a black ground; while other forms, and 
particularly the shadow lines, seem to be produced by black parts on 
a white ground. Close and repeated examinations have led us to the 
belief that those forms in the composition which may be considered 
as given by white are en ereux or in intaglio on the original metal, 
while such parts as depend on black forms are mostly in relief on 
the metal. We state mostly, because in certain shadows and 
textures there is displayed such fine and delicate frayed, lined, and 
cross-hatched technic black off a white ground, as to lead to the 
supposition that in these parts of the engraving the black, lines 
have been executed in intaglio, as in ordinary met^ or copper-plate 
work. With these exceptions, it may be laid down that all forms, 
lines, and parts which are black in the impression have been in 
relief on the original metal and received the ink, while those which 
are white were en creux (as in wood engraving) and escaped it. 
The exceptions made in respect to certain black delicate frayed and 
lined work, assumed to have been in intaglio in the metal, involve 
of course the reception there of the ink as in ordinary copper-plate 
engraving, while the adjacent white ground in relief must have had 
the ink cleaned away from it before the impression was taken. 
This strange mixture of work and effects gives rise, as M. Hymans 
remarks, ''to a combination more singular than agreeable.'' To 
quote Passavant, '' The ground remains in relief in ordei to be 
printed off black, varied with a dotted work, or a work in the manner 
of tapestry. After a like way the draperies are frequently orna- 
mented with points or dots of various sizes, imitating the embroidery 
in pearls and in silk of church hangings; or with stars, oblong 
granules, &c., punched out over very fine hatchings or on the black 
ground, the lights being graduated towards the shadows by removal 
of the metal. The result is a particular play of ornaments and of 
light and shade which is not devoid of a certain charm, though 
this kind of work cannot pretend to occupy a distinguished place as 
an object of Art.*' (" Peintre-Graveur," vol. i. p. 84.) 

The view which we have taken of the method of engraving 
adopted in the maniere crihlee may appear a somewhat involved 
one, yet it is in the main we believe right, and is supported by the 
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statements of M. Hymans of the Department of Prints, &c., at the 
Biblioth^que Royale de Belgique. M, Hymans writes :— 

" We are indebted to the kindness of an amateur at Malines, 
M. Aug. de Bruyne, of having been able to append to our memoir 
a proof from a plate of copper which he has in his possession, and 
which offers a valuable document for the study of the ' travail 
cribl^,^ and is perhaps the only one of its kind known. This plate, 
engraved in copper, is executed both mi creux and en relief. It 
represents Saint Crispin and Saint Grispinian, patrons of shoemakers 
and cobblers • • . . In this plate the lines of the features, the rays 
encircling the heads of the saints, the folds of the draperies — ^in a 
word, everything that defines is in relief as in wood engraving, but 
otherwise la taille douce has been made to contribute largely, and 
gives to the impression white lines on a black ground/^ ('^ Doeumentd 
Iconographiques et Typographiques de la Bibliothdque Royale de 
Belgiqne,^^ 1 s^rie, deuxi^me livraison, par M. H. Hjmans, p. 171.) 
M. Renouvier also alludes (" (Jazette des Beaux- Arts,'^ 1860, vol. vii. 
p. 331) to a plate of copper engraved in relief, representing the 
Vision of St. Bathilde with an inscription of three Unes in Latin, 
and of which M. Longperier has given a description (accom- 
panied by a proof worked off from the plate) in the " Cabinet 
de PAmateur/' 

From the inscriptions on some of the prints under discussion 
being in reverse, and from actions being performed with the left 
hand which are ordinarily carried out with the right, it is evident 
that the original plates of such prints were not intended to have 
been printed from. They were engraved probably as ornamental 
plates to adorn small articles of eoclesiastical and altar furniture, 
judging from the marks on the impressions of the holes in the 
original metals through which the screws passed by which they were 
affixed, and which marks are occasionally numerous. In other 
instances from the inscriptions and actions being right (as opposed 
to en rebours), it may be concluded that the intention of the engraver 
was that his work should be made to furnish impressions. 

The persons who produced these plates were more craftsmen 
than artists, probably goldsmiths or other ornamental metal en- 
gravers who essayed to combine with their own decorative work 
Bome of the more usual characteristics of ordinary engraving, as 
;they found that their own particular style was more or less in 
disaccord with the conditions requisite for the working off of 
impressions. 

The earliest actually dated print in the present manner yet 
known — ^the Sanctus Bemardinus of the Paris Cabinet (B. 19) — 
bears figures which have been variously deciphered — viz. as 1414, 



Digitized by 



Google 



50 PRINTS IN THE MANIERE CRIBLEE. 

14&A, and 1474. We read these figures as 1474. That older im- 
pressions than this last date would imply have reached our time must 
be allowed^ but it may be questioned with justice if we have a 
print in the maniere criblee which was produced before the middle 
of the fifteenth century. 

M. L^on Delaborde was of opinion that engp^aving in la maniere 
criblee gave rise to all other styles of engraving. The first impres- 
sions ever taken must have proceeded, he thought, from the ateliers 
of engravers on metal, and not from those of engravers on wood. 
These workers in metal engraved in relief, and in that form of tech- 
nic which has yielded our graimree criblees. The eminent writer 
mentioned considered that among the goldsmith workers in the 
Pays-bas or by the Rhine, must have been several who printed oflf 
'^ dotted prints '' at the beginning of the fi&eenth century, and that 
the woodcuts usually described as the more early examples of the 
art of engraving were in reality but the results of a process which 
was only a reform of^ or modification of another process already 
existing. 

M. Henri Delaborde has sought to substantiate these opinions 
('' Gazette des Beaux- Arts,'^ 1869) in proving that the Paris Cabinet 
possesses two prints en criblee which were certainly executed by the 
year 1406. We have elsewhere ^ discussed the validity of this 
opinion, in which we cannot coincide. Sufficient therefore will it be 
to state here, that while we cannot plaoe the time of the production 
of such dotted prints as have come down to us as &r back as would 
MM. L^on and Henri Delaborde, we agree with M. Hymans that 
when we consider the styles of their ornamentation, and of the 
nimbi and diadems that encircle the heads of the Saints, and parti* 
cularly the character of the drapery, we feel that we are nearer in 
most instances to the end than to the beginning of the fifteenth 
century. It may be observed also, that under any circumstances a 
like absence of a certain character may be noticed in prints of the 
maniere criblee, as is apparent in other works assuredly ancient, a 
few of which are as old, or it may be anterior in origin to the St. 
Christopher,* and which serves to limit the date of their produc- 
tion much before the fifteenth century. The character here absent 
and to which allusion is made, is that of the Byzantine or Bomanesque 
style. The style of design and drawing present is, on the contrary^ 
the Gothic, or the style of which the schools of Cologne and the 
Yan Eycks have preserved the types. That style, the Byzantine^ 
which may be found in the manuscripts and bas-reliefs of the twelfth^ 



' " An Introduction to the Study and Collection of Ancient Prints," second 
edition, vol. i. p. 30. London, 1877. 
2 A.D. 1423. 
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tHirteenih^ and of a considerable portion of the fourteenth centnrj^^ 
is never exhibited in these early prints^ a style which may be seen 
howeyer in engraved ornamental metal work^ executed at a time 
when the art of taking impressions would appear to have been un- 
known. In illustration of this fact^ the reader has but to study the 
style of the design and drawings which characterizes to some extent 
the work on the ornamental engraved metal plates of the '^ Corona 
Lnds^' of the cathedral at Aix-la-Chapelle [A. 1]^ which work was 
executed towards the end of the twelfth century. 

It must be admitted nevertheless that the craft sowrce, if we 
may so speak^ whence engravings in the maniere criblee originated^ 
dates back much beyond the time when from that same source 
sprang the particular examples now under consideration. Though 
the dotted prints were first produced during the second half of the 
fifteenth century, they are no doubt intimately linked to earlier 
efforts of the goldsmith's art, efforts, however, which were never made 
to give their impress either to vellum or to paper, and which were 
the more in disagreement with the conditions required £or such a 
process the further they receded in time. 

Much of the technical methods of the execution of the original 
metals for the prints in the dotted manner appears to be described in 
that curious and valuable tractate of the Monk Theophilus, a MS. 
first written at the beginning of the twelfth century probably. The 
account therein given is of so apposite a character that no apology 
is required for its introduction here.' 

In the '' liber Tertius,'' caput Ixxi., '' De Opere interrasili'' is 
treated, and the following method of procedure laid down :— • 

'' Attenuate tibi laminas ex eodem cupro sicut superius sed 
spiasius, quas pertractas quocumque volueris opere fodies ut supra. 
Deinde habeas ferros graciles et latiores, secundum quantitatem cam- 
porum, qui sint in una sunmiitate tenues et acuti, in altera obtusi qui 
vocantur meizel, ponensque laminam super incudem campos bmnes 
perforabis cum supradictis ferris percutiens cam malleo. Cumque 



^ It msj be met with in a MS. of the commencement of the fifteenth century 
eren; e.g. in the MS. of Jean de Stayelot, executed at Liege, ▲.n. 1428, and com- 
mented on hj M. Alvin in his ** Commencements de la Graynre aux Pajs-bas.** 
Broxelles, l857- 

' Our extracts are taken firom Albert Ilg*8 edition of the oldest copj known 
of this MS. ** Theophilus Presbjter, Schedula Diversamm Artium.** 1 Band 
Revidirter Text, Ubersetzung und Appendix von Albert Ilg. — ^Wien, 1 874. The 
work forms one of the volumes in ^ Quellen Schriften fiir Kunstgeschichte nnd 
Kunsttechnik des Mittelalters and der Renaissanoe.** Herausg^eben von R. Eitel- 
berger von Edelberg. The MS. is in the Grand Ducal Library at Wolfenblittell. 
The date of its execution has been placed as far back as the tenth or eleventh cen- 
toiy, and brought forward to the thirteenth. Ilg places it in the twelfth century. 
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omnes campi tali modo faerint perforati^ cnm limis parvnlia adqoabis 
eoB per omnia usque ad tractos. Quo facto deaurabis et polies 
laminam ut supra. Eodem modo fiunt tabulad^ et laminsB argenteaa 
super libros^ cum imaginibus^ floribus, atque bestiolis et avibus^ ex 
quibus pars deauratur^ videlicet coronas imaginum et capilli atquo 
vestimenta per loca atque pars remanet argentea. Fiunt etiam et 
laminas cupreaa et fodiuntur et denigrantur ac raduntur; deinde in 
patella liquefacto stagno mittuntur, ut rasuras albsB fiunt quasi dear- 
gentateo sint. Ex his ligantur cathedrsd pict» et sedilia atque lecti ; 
omantur etiam libri pauperum/^ 

'' Caput Ixxii/^ treats " De Opere punctili '^ as follows : — 
^' Fiunt etiam laminas de cupro, modo quo superius et fodiuntur 
gracili opere imaginum^ florum sive bestiarum et ita disponitur opus, 
ut campi parvuli sint^ deinde purgantur cum subtili sabulo et cum 
ferns ad hoc opus aptis^ poliuntur sicque deaurantur rursumque poli- 
untur et incolorantur. Post haec ferro punctorio punctatur, quod hoc 
modo formatur. Ex chalybe fit ferrum ad mensuram digiti longum 
in una summitate gracile^ in altera grossius. Quod cum in gra- 
ciliori parte SBqualiter limatum fnerit^ cum subtilissimo ferro et 
malleolo percutitur in medio ejus subtile foramen deinde circa 
ipsum foramen diligenter limatur^ donee ora ejus in circuitu 89qua- 
liter acuta fiat^ ita ut quocunque percutiatur brevissimus circulus 
appareat. Post hesc ipsum ferrum modice calefactum ut vix can- 
descat, temperetur in aqua. Deinde tene ipsum ferrum sinistra 
manu et malleolum dextra^ sedeatque puer ante te qui laminam 
teneat super incudem^ et aptet in locis ilUs in quibus percussurus es, 
sic que mediocriter percutiens super ferrum cum malleolo imple 
campum unum subtilissimis circulis quanto propius possis conjungere 
nnum alteri. Impletis campis omnibus in hunc modum pone 
laminam ipsam super prunas candentes^ doijiec percussiones illae 
fulvum colorem recipiant.'' 

Prints in the mamere criblee ceased to appear soon after the 
beginning of the sixteenth century ; they are very rarely associated 
with either MS. or typographic text/ andrcp/icAeofthemareof very 
unfrequent occurrence. A considerable number have been coloured. 

^ The author has a German MS. book of prayers of the sixteenth century, in 
which two prints of die cribli class have been inserted along with other 
engravings, but these prints were of course executed long before their insertion 
into the MS. For an example in which dotted prints are associated with typo- 
graphic text, reference should be made to B. 2, described hereafter. Further 
details connected with this point may be found in the author*s " Introduction 
to the Study of Ancient Prints,'* vol. ii. p. 67. Since that work was published 
(London, 1877) ^® ^^^ heen indebted to Mr. P. S. EUis for the inspection of a 
copy of Molina*s translation into Spanish of the Epistles of St. Jerome, printed at 
Seville in 1532, in which were two impressions of a print in the dotted manner, 
though they were of inferior technic, and had been badly printed oiT. 
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These prints rarely deal with any other than religious subjects. 
Such examples as we have seen have mostly proceeded — as we 
believe — ^from a German source ; one or two of French origin have 
come under notice. 

During the last decade of the fifteenth century and the first of 
the sixteenth^ many of the engraved bonder cuts, as also some of 
the larger illustrations to those attractive volumes the " Livres 
d'Heures/' or Books of Hours, which were published in France by 
Pigouchet, Vbstre, Verard, Kerver, and others, had the dark grounds 
of the designs finely crible or dotted white. Some of the beautiful 
initial capitals in the works of Geofroy Tory, and in books printed 
at Lyons, as also a large print illustrating the '' Tree of Consan- 
guinity," in an edition of the '' Decretals of Gratian'^ [B. 49, postea], 
printed probably at that place, had the grounds crible in like 
manner. 

This method of killing the black'' to render the grounds less 
heavy than they otherwise would be, gave a rich and sparkling 
effect to the volume when it was continued through many pages, as 
was usually the case. It may be fairly assumed from the style and 
character of the designs in the " Books of Hours'' that these decora- 
tive compositions — the best of them at least — were drawn and 
engraved by French artists. Some of the later and coarser cuts in 
the Kerver "Hours" may have proceeded from Flemish and 
German workers. These cuts with crible grounds are of course iii 
association with typographic text, and it has been very generally 
assumed that they have been taken from engraved wood blocks and 
not from metal plates. 

These circumstances appear on first consideration to militate 
against certain of our previous statements. But it is appearance 
only. It should be borne in mind in the first place that in the cuts 
mentioned the grounds only are crible, there is not any attempt at 
developing the general forms in the " dotted manner," though some- 
what of the style and feeling of the ornamentation of the true crible 
prints is evolved through the influence of this ground in relieving 
the accessories. 

Secondly, while it must be admitted that some of those cuts 
with dotted grounds appear to have been worked off from wood 
blocks, others have been impressed unquestionably from metal plates 
engraved in a more or less composite manner. 

MM. Firmin Didot and Passavanthave urged strongly this view 
of the question, while Eenouvier has opposed it. M. Passavant 
remarks, " The books which are richest in ^ gravures sur m^tal ' are 
the French 'Livres d'Heures,' or books of prayers, and those 
particularly which appeared at Paris, and belong chiefly to the 
XVth century. They contain large compositions, single figures of 
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saints and rich borders in the style of the manuscript ^Hoars' 
adorned with miniatures^ and which MSS. these ' Livres d'Heures ' 
were destined to replace. We know not who were the designers of 
these various compositions, which must be doe nevertheless for the 
greater part to miniature painters formed in the school of the 
celebrated Jean Fouqnet de Tours, which acquired a great reputation 
in the style produced under the influence of the school of Van Eyck. 
The engravings on metal or on wood treated with much taste are 
in the majority of instances simple contours only, with very slight 
hatchings, the figures being relieved light from off a black ground 
studded with white dots . . • • One of the oldest printers of books 
of Hours of the French school having the finest engravings on metal, 
in the style of Van Byck, was Simon Vostre, of Paris. . • • . The 
editor who after Yostre issued at Paris the finest books of Hours 
between 1497 and 1522 was Thielmann Kerver, a German. In the 
production of his presses the borders, full of fancy and beauty, are 
principally admired. Antoine Yerard, before mentioned, published 
between 1487 and 1512 more than twenty-five editions of his books 
of ' Hours.' The ' gravures en m^tal ' to be found therein consist 
of very slight outlines only, as they were generally destined to be 
coloured after the style in which they sometimes come before us. 

They have become very scarce and of high price We may 

add here that we find in the engravings on metal of the books of 
' Hours ' the earliest employment of cliches from the original plates. 
In fact, we meet with in certain impressions on white ground, spots 
of ink which have resulted from the circumstance that the ground 
in the cliche was not kept sufficiently deep, or has not been repro- 
duced with the requisite exactitude, a circumstance never the case 
with impressions taken from the original plates'' (vol. i. p. 162). 

M. Didot, confirming the statement of Passavant as to the employ* 
ment of modified cliches, observes also, '^ This practice of engraving on 
copper the greater portion of the subjects intended for the ornamen- 
tation of ' Hours,' is now confirmed by the * Book of Hours ' of 1488, 
in which the printer, Jean Dupr^, thus expresses himself in the 
notice following the Kalendar — ' It is the repertory of the history 
and figures of the Bible — both of the Old Testament and of the New — 
containing therein vignettes of the present Hours, imprvmees en 
cuyvrej " (" Essai Typographique et BibUographique sur I'Histoire 
de la Gravure sur Bois," col. 120.) 

This confirmatory volume — a small quarto containing twenty- 
large plates and thirty smaller ones, independent of the borders — 
is now in the Library of the British Museum (c. 35, c). 

M. Bernard in his work on Geofroy Tory, when commenting 
on the Latin Bible in two volumes, folio, bearing the dates 1538, 
1539, 1540, and the name of Robert Estienno, Paris, remarks. 
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*' The floriated letters wliich figure in this book are certainly by 
Tory, for we there find the forms praised by him in his Champ fleury. 
A fact worthy of remark is that these letters appear to have been 
cast (fondnes), or at least reproduced by cUches, for they are often 
repeated on the same page without variation of drawing/^ (Op. cit. 
p- 277.) 

Wessely asserts that '^ the Illustrations in the French Horaria 
are unquestionably MetaUschmtte/' (" Anleitung.^' Leipzig^ 1876^ 
p. 35.) 

On the other hand, M. Benouvier ('' Des Gravures sur Bois dans 
les Liyresde Simon Yostre.'' Paris, 1862) expresses himself differently, 
e.g, ^^ A recent historian of German engraving who, among his 
novel opinions respecting eaiiy art causes engraving on metal in 
relief to play an important part, has been desirous of claiming for 
this procedure the 'Hours' of Yostre, as also many other books 
of the same kind. For my part, I have not been able to discover 
in th^e engravings the signs he ascribes to work in relief on 
metal. I have found there rather those which he assigns to work 
on wood, though at the same time I admit that the one and the other 
are arbitrary and deceptive. There is not any necessity then for 
changing the received opinions on this point, nor for discussing the 
tradition of the texts and all the authorities who, in mentioning our 
ancient engravings in relief, understand them only as engravings 
on wood. The most recent authority that we can cite, Langlois, has 
perfectly defined their nature. ' These designs,' he writes, ' executed 
$ur bois dejil,^ by the difficult procedure of the point, are in aU their 
cut lines and most elaborate hatchings of admirable freedom, deli* 
cacy, and purity.' '' 

To all objections to the belief that many of the cuts with crible 
grounds decorating the " Books of Hours '' are from metal plates, 
based on mere opinion, it is sufficient to oppose the statement (before 
referred to) of Jean Dupr^ himself in his '^ Hours '' of 1488, that the 
'' vignettes therein " are *' imprimees en cuyvre.'^ 



^ ^ *• Sur bois de fil,* c'est-lirdire dans le sens longitudinal, qae la gravure ^tait 
ex^at^ tandis que maintenant c*e8t sur le bois coup6 dans Fautre sens, c*es1ri^-dire 
sur hou debomt qu*elle s*op^re.** (Firmin Didot» "Essai Tjrpographique/' etc., 
coL 278.) 
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B. I. 

-^TEN COMMANDMENTS AND THE TRESPASS 

OF THEM, 

LAST QUARTER OP THE FIFTEENTH CENTURA (?). 
UPPER GERMANY. 

SERIES of twenty small prints engraved in the mani^e cHblSe, illus- 
trating by designs and inscriptions the characters of ten command- 
ments, and the probable consequences of the transgression of them by 
man. 

The designs have been arranged in sequence in five rows of four pieces each 
row, the first commandment beginning at the left hand of the top row. Each row 
thus contains illustrations of two of the commandments, and of the two trespasses 
of them. The engravings have been worked ofi* on a folio sheet of stout paper, 
having a small bull*s head and cross for watermark. Each print is rather more 
than 2^ inches high by l|- inches wide ; within these dimensions are marked ofi* an 
upper and lower margin or border, containing inscriptions in strongly marked 
Gothic letters, which are white on a deep black ground. The inscriptions on the 
upper borders are in Latin, and of a single line in extent ; those of the lower 
are in Crerman, of the Swabian dialect, and consist of two lines each. The upper 
and Latin inscriptions of each commandment and its trespass rhyme together, e^. 

(3.) Sabatham sanctifices 
Ne cimices ledant flores. 

while the lower two and German lines of each piece are in verse, e^, 

( 1 .) Glaub in einen Grott 
Diess ist das erst Gebot. 

The orthography of the Latin inscriptions is often very imperfect, and the con- 
tractions frequently unmarked. 

The limits of these borders are indicated by thin white lines, the lateral ones 
being extended to form along with narrow black margins lateral borders, of rather 
less than -,iy^th of an inch wide to the print. The remainder of each plate is 
occupied by the design or composition to which the inscriptions relate. 

That the inscriptions may be readily understood, two persons at difierent times 
have transcribed them in the cursive characters of their day above, below, and at 
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the sides of each print. The older MS. is of Gothic cursive character, and gires 
both the upper and lower engrared inscriptions ; the writing is large and distinct, 
the ink now quite brown. This handwriting is probably of the commencement 
of the sixteenth century. The later MS. gives the lower inscriptions only, and is 
of modem German cursive form. It also renders the dialect of the inscriptions 
in accordance generally with that of recent time. 



FIRST COMMANDMENT. «.» 

^HE first print of the series illustrates the Commandment, '*non habebis 
Decs alienos coram me. Non facies tibi sculptile .... non adorabis 
ea." (Exod:xx. 4.) 

On the right hand is a column on the capital of which stands the 
Gulden Calf, before which kneel three persons worshipping it ; by their side stands 
a fourth person, the upper part of whom is wanting from damage this piece has 
received, but which person we presume to he Moses. The background is white, 
with a small amount of frayed work by the head of one of the figures. The ground 
is parqueted in squares, showing ^re faces or facettes. Not any punctated work 
is to be seen. Oli the tunic of the erect figure the roulette, cradle or toothed 
chisel has been employed. 

Of the upper (Latin) inscription, the word + adara only can be read on 
account of the damage the print has received. 
The lower (German) inscription is as follows — 

gleube + in + einen + got + 
diz -I- ist dz -h erest + gebot + 

TRANSGRESSION, a. 

JARGE and small pearl-like drops of blood descend from a double row 

of small clouds above, on the earth below. A river runs in firont, 

beyond it rising a grassy bank on which blood drops have fidlen. In 

the immediate foreground are a narrow flowery bank and stones. The 

drops of blood and clouds are relieved by a deep black ground. The technic of 

the banks is mainly punctifbrm, the water is marked by waved horizontal lines. 

The upper inscription is — 

Veniet + n* + sanguis + kofxu 
the lower — 

man + brach + dis + gebot 
daz + mere + wart -h blutrot. 



SECOND COMMANDMENT, (i. 

^ HE design refers to the law, '* Non assumes Nomei\ Domini Dei toi 
in vanum.** 

Before a small Gk)thic chapel on the right hand stands a man 
extending both arms and looking upwards as if making oath. He is 
bare-headed, has a short coat girded at the waist, from which hiiJigs a dagger. 
By his side stands Moses, homed and bearing in his hands the tables of the Law. 

* On the various divisions into ten commandments of the Law giren to Moses, 
see '*Der Bildercatechismus des Funfieehnten Jahrhunderts, etc., von Jdbiannes 
Geflcken. 1. De Zehn Gebote.** Leipzig, 1855, p. 58. Davidson's *<Int>oduc- 
tion to the Old Testament.** London, 1862, vol. i. p. 230. 
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The background is white, on which is a small amount of frayed work. The 
ground is parqueted as in the former composition. Little or no punctiform 
technic is to be observed ; the border of Moses's mantle shows a line of dots, but 
this only as ornamental in character, not as indicating texture or quality as a 
painter might remark. 

The upper inscription runs thus — 

cum + male •¥jur€tret + 
the lower one — 

das ander du solt lem 
by got nyt Tppig swem. 



TRANSGRESSION. /3 

i ROM a stratum of conventionally formed clouds — a type common to 
engravmgs in the maniere cribUe^^esQeod large frogs and blood drops 
on the flowery earth below. On the top of the landscape ridge are two 
trees and other foliage. 

The sky is deep black ; the ground of punctiform technic. 

The upper inscription is — 

** Rane tunc apparuetur.^^ 
the lowers— 

durch swem manigfalt 
regent frosoh vngesalt. 



THIRD COMMANDMENT, y. 

^HE design bears reference to the law, *' Memento ut diem sabbati 
sanctifices.** 

Two men are working on the Sabbath ; one man is felling a tree, 
the other is pruning a vine-stock. Moses stands on the right hand 
bearing the tables of the Law. The garden ground is of punctiform technic. 
The upper inscription is — 

Sabathum + Snfices -h 
the lower — 

das + iij + ich + dir + Sagen + 
vier -h die + heiligen + dage •f 

TRANSGRESSION, y. 

ROM a stratum of conventional clouds descend a number of chafers on 
the ripe com, which springs up below from the edge of a flowery field. 
The Bky is of a deep black, the ground punctated. 
The upper inscription runs thus — 

" n« + cimses ledat + fores " + 
the lower one^ 

vm + diz + vergesse + lies + 
got + kefer + die + finicht ess. 
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FOURTH COMMANDMENT. Z. 

^HE design relates to the precept, '* Honora patrem tnum et matrem 
tnam/* 

On a seat in front extending the width of the composition a father 
and mother are seated. A youth standing behind his mother is about 
to strike her with his right hand, while the father raises his lefl hand, as if in 
astonishment and sorrow. A daughter standing behind her mother looks passively 
on at the action of her brother. Behind the seat at the extreme right stands 
Moses with the tables of the Law. There is not any punctiform technic in this 
print ; frayed and lined woric only are present. The background is white, with 
a small quantity of frayed work. 

The upper inscription is as follows — 

Parents + konares + 




the lower one — 



daz + iiij + du + solt + leren 
vatter + vn + mutter + ere. 



TRANSGRESSION. J. 




IROM a line of clouds descend locusts on the earth. The latter bears 
upon it flowers and trees. 

The sky is of a deep black, the ground of punctiform technic. 
The upper inscription reads — 

ut + locustus + caras + 
the lower one — 

es + wart + gebrochen 
mit + vyefalter + geroch. 



FIFTH COMMANDMENT. £. 

f HIS composition illustrates the commandment, " Non occides." 

In the foreground a man is slaying with a sword a person who in 
prostrate on the earth ; Moses stands behind and between two trees, 
holding up the tables of the Law. 
The background is white, the ground of punctiform technic. The upper in* 
scription is the following — 

neminem -h occidas» 
the lower — 

das -h ich dir sage du 
solt nyman dot slagen. 



TRANSGRESSION. «. 

N the earth lie various large animals as if dead. The sky is of a 
deep black, the ground of punctiform technic. The earth bears both 
flowers and trees. 

The upper inscription is the following — 

aialrH morii formid ; 
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the lower one — 

diirch dotsleg vngefug 
der schelm dz fych schlng. 



SIXTH COMMANDMENT. (. 

^HE design refers to the precept, "Non msechaberis.** 

A man and woman are lying togother in bed. Moses stands on the 
left behind the curtain of the couch, and points with the left index 
finger to the commandment on the table of the Law, which he sup- 
ports with the right hand. The ground or floor is parqueted as described under 
Nos. 1 and 2. 

The upper inscription is — 




the lower one 



manmomu + serva +. 

das + vi + du solt + gem + 
einss ander wip enbem. 



TRANSGRESSION, f. 



N a chair within a vaulted room sits a naked man haying ulcers on 
several parts of his bodj. Before him is a person who appears to be 
performing some surgical procedure on the naked man's left forearm, 
which is ulcered. The floor of the room is parqueted. 
The upper inscription reads thus — 




the lower — 



ne + patiar + vlceru pt va, 

gelust + fremder + wybe + 
kam + plage + dem + Ijbe +. 




SEVENTH COMMANDMENT. 1/. 

^HE design illustrates the precept, "Non fiirtum facies." The impression 
has been placed out of its right position ih the sequence, it being 
made to occupy that of Commandment eight. In describing No. 7, 
however, we remove it to its proper locality — the first place in the 
fourth row. 

To the right on a chest sits a man asleep supporting his head by his left arm 
.and hand. On the left is a man opening another chest, from which he is about to 
take money. Behind stands Moses pointing with his right hand to the command- 
ment on the table of the Law. 

The backgroimd is white, the ground parqueted. 
The upper inscription is — 

Nichil + Juretur + 

the lower one — 

dz vii + ich + dir + bevelhe + 
dn + solt + nit + stelen + 
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.TRANSGRESSION, i;. 

SHOWER of hailstones descends upon the ripe com below. 

The background is black, the earth of punctiform technic. 

The upper inscription is in part not satisfactorilj decipherable, th6 
first two words i 




ne + 9ege9 + • 
the lower inscription is as follows — 




dvrch + stein + vnftig + der 
hagel -I- daz -¥ kom + slug -i- 



EIGHTH COMMANDMENT. 0. 

^H£ design refers to the law, '^Non loqueris contra prozimum taum 
falsum testimonium.** 

The impression wrongly occupies the place of No. 7. 
On the left stands a man raising his left hand as if in the act of 
accusing a person who stands opposite him of having been guilty of some fault. 
The accused appears as if astonished at the accusation. Behind a seat on the right 
hand stands Moses with the tables of the Law. 

The background is white, the floor parqueted. Not any punctated work is 
to be seen. The upper inscription reads — 

terva juramentu 
the lower one — 

dz + viij + behalt + eben + ^ 

nit -h falsch •{- gezug -h gebe 



TRANSGRESSION. 0. 

mOM a stratum of clouds above descends a shower of grasshoppers on 
the trees and flowers below. The sky is of a deep black, the ground 
of punctiform technic. 

The upper inscription seems to read — 

det muica ne deliraWU 
the lower one is as follows — 

durch -i- meyneyd -i- spiel 
kam -h heuschreke + fiel -f 



NINTH COMMANDMENT. «. 

PHE design bears reference to the law, '* Non concupisces anciUam 

^proximi tui.*' 

A young man in hat and feather is coming from the left ; as he 

passes along he is about to stop to address a young woman standing at 

the doorway of a house on the right. To the left of the youthful gallant stands 
Moses bearing the tables of the Law. 

The background is white with a small amount of fi^yed work. The groand 
is parqueted. The stones of the house are indicated by punctiform technic. 
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The upper inscription is the following — 

nuquam -h mecharis + 
the lower one — 

dzix + vns + ist + geben + 
kuschlick + za + leben -h. 

TRANSGRESSION, i, 

^HE broad rajs of the sun beam down upon the towers and houses of a 
city ; but the sun itself is not yisible. The foreground is slightly hilly, 
and bears trees and flowers. 

Much punctated work may be noticed. 
The upper inscription is as follows — 

+ ut •¥ luce + solis + utarts + 

duzch + unkusch + ding 

der + sone + schyn + verging + 

TENTH COMMANDMENT, jc 

^IIE design is here made to bear reference to the precept, ^Si pecuniam 
nmtnam dederis populo meo pauperi qui habitat tecum, non urgebis 
eum quasi exactor, nee usuris opprimes.** (Exod : xxii. 25.) 

Before a table on the left hand sits an old man acting the part of 
a pawnbroker apparently. A man stands before the table on which he is about 
to place a girdle for the old man*s consideration as to its value as a pledge. 
Behind the man who ofiers it stands his anxious wife. From above is suspended 
horizontally a bar, on which hang a girdle and necklace. Behind the usurer, 
seated at the table, stands Moses with the tables of tl^e Law. 
The background is white, the floor parqueted. 
The upper inscription is — 

usurcan + vita + 
the lower one — 

dz. + . ich + dir + gebiet 
Wach' soltu + nyet +. 

TRANSGRESSION, k. 

N the ground lie three persons, two of whom are dead, and the third 
seems dying. Trees crown the summit of the ground above them. 
There is much punctated work. The sky is white. 
The upper inscription is as follows — 

ne + moriaris + ita 
the lower one — 

+ durch + wucher + not + 
+ kam + der + gehe + Dot + 

In the series of prints which has been described all varieties of the technic 
common to the maniire criblSe have been practised, but in variable amount, on 
different pieces. In some punctiform work is quite absent. As a rule to which 
there are one or two exceptions, the background of the designs illustrating the 
commandments themselves are left white, with here and there a small amount of 
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scratched or frayed work, to break the samenees of their surface ; while the back- 
ground of the designs referring to the transgressions are of deep black colour, 
from which the "plagues" are detached white. As all the pieces have been 
coloured, however, the originallj white parts are variously changed in hue. The 
colouring has been conducted rather carefully, that is to say, relatively to the 
practice of the time of its performance. 

The drawing and proportions of the various forms are of a mediocre character. 

From a German catalogue of an " Antiquariat Biicherlager *' which notices this 
sequence of engravings the following is extracted : — 

" Architecture, trees, costume, and in particular the folds of the draperies, 
point to an early period of production, while the same may be stated of the 
German rhymed text, which is printed in deep gothic letters, white on a black 
ground. This text, which is of Swabian Alemanic character, is linguistically very 
remarkable ; from it the series of prints may be presumed to have had its origin 
in the country between Basel and Strassburg, and certainly not after the year 
1450 .... The present is as yet the only known example of the series, and has 
not been described hitherto by any Bibliographer nor Historian of Art.** (** Catalog 
cxxix. von Fidelis Butsch Sohn.*' Augsburg, 1877, No. 288.) 

We should consider the time (before 1 450) here assigned for the production 
of these engravings as too early, and should assign it rather to the last quarter of 
the fifteenth century. 

It may be interesting to compare with this exposition of Ten Commandments 
another one under the division of woodcuts (D. 106). 

[2f X If in.] [Coloured.] 

B. 2. 
y k "PASSIO CHRISTI "—EIGHT LEAVES FROM. 

CIRCA 1460. 

BAVARIA (?). 

' (No. 338, Wbigbl).' 

^HIS fragment of a " Passion " consists of the following designs : — 

The Bearing the Cross ; The Nailing to the Cross ; Christ on the 
Cross with the Virgin and St. John ; Christ on the lap of his Mother ; 
The Entombment; Christ in Limbus; The Resurrection; Christ 
appearing to Mary Magdalene. All have been executed in the numiere cribUe. 

PLATE I. 

THE BEABIHO THE CBOSS. 

iHRIST advancing towards the right bears the Cross on His left 

shoulder. Simon of Cyrene behind, supports the end of the Cross with 

both hands. A soldier advancing before our Lord pulls Him by a cord 

fixed around our Lord's waist. On the left hand behind Christ, and 

above Simon of C3rrene, is a soldier in a coat of mail, who strikes our Lord on 

* This and following like re^rences have relation to *'Die Anfange der 
Druckerkunst in Bild und Schrift,** etc., von T. O. Weigel und Dr. Ad. Zester- 
mann. Leipzig, 1866. 
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tiie nedc with the liandle of an iron midlet. Our Lord has a cruciform nimbus 
and crown of thorns around His head, His hair is long and falls upon the shoulders, 
and the mantle is long with loose sleeves. 

The background is black adorned with arabesques in white ; behind the figures 
are rocks and two trees. The Cross is worked out bj means of large white dots 
on a ground of much smaller puoctations, its edge being slightly hatched. The 
trunks of the trees are indicated with diagonal lines, and the foliage with small 
coarse horizontal lines, white off the deep black ground. The drapery on our Lord 
is made out with large and small white dots, while in the dress of the attendants 
frayed and scraped work may be seen. A mixture of punctiform and scraped 
technic may be observed in the foreground and elsewhere. At the upper right 
hand, and lower left hand comers, are the marks of the holes through which the 
original plate was fixed to the block. 

The execution is sharp and defined, an4 the impression has been worked oflf 
black and clean. Such colouring as is present is but imperfect. The Cross, tree 
trunks, nimbus, and the borders of the tunic of a soldier are yellow ; the foliage, 
coat of Simon of Cyrene, and the wreath of thorns are green. The tunic of one 
soldier is madder brown, and some of the naked parts of the figures are of a pale* 
red colour. 



PLATE 2. 

THE NAILING TO THE CROSS. 

[he Cross lies diagonally across the composition, its foot reaching the 
lefl lower angle of the design. Our Lord is extended upon it while 
tlu^e men drive nails through His feet and bands. A cruciform 
nimbus is over Christ^s head, and a wreath of thorns around the brow, 
the head being inclined towards the right hand. A narrow, close-fitting peri- 
zonium is present. The body is meagre and attenuated. 

The background as high as the top of the Cross appears like a bank of flowers, 
above this is an arabesque detached white from off a black ground. The Cross is 
worked out technically with parallel waved and broken lines, the flowers amid the 
grass and of the arabesques are white dots, and the draperi^ are of punctiform 
technic 

The grass and crown of thorns are coloured green ; the Cross, nimbus, and hair 
of the executioners are yellow, the dresses of the latter madder brown. 



PLATE 3. 

CHBIST ON THE CROSS WITH THE BLESSED VIBGIN AND ST. JOHN. 

f HE Cross with the Crucified occupies the centre of the composition, 
extending by the extreme limits of the former to nearly the entire 
length and breadth of the design. On the right hand side of the 
Cross stands Mary, on the left St. John. Christ has over the head a 
nimbus and wreath of thorns, one end of the perizonium flutters to the leflof the 
spectator. Our Lord's head is inclined over His right shoulder ; death appears to 
have ensued. The Blessed Virgin with clasped hands regards her Son with pity. 
She is clad in long and full drapery, some of which passes over the head. Over 
the latter is a nimbus having an inner circle of ** gouttes d'or.'* 

Bt. John stands with averted face aiul looking down. His left hand is raised, 

F 
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bis rigbt holds np his mantle, which is full and flowing to the ground. The nimbus 
above the head is similar to that of the Virgin. 

The background is diapered with lozenges containing four-leaved roses, the 
work being white from off a black ground. The Cross is worked out with large 
and small punctations, the perspective edges being hatched. The draperies are 
dotted and frayed, the inner discs of the nimbi are black with the circles and 
drops white. 

The Cross and nimbi have been coloured jellow, the mantle of St. John 
madder brown, the tunic green. The foreground is green. At the lower right 
hand comer of the impression is the mark of a hole. 

This is the best design of the eight illustrations, and is of careful technic. 



PLATE 4. 

CHBIST ON THE UIP OF HIS MOTHER. 

. N the centre of the composition sits the Blessed Virgin, bearing the 
extended body of our Lord on her lap. The head of Christ is towards 
the lefl hand, His lefl arm is held up by His mother, while the right hand 
has fallen to the knees, A nimbus and wreath of thorns are around 
the head. The Virgin looks tenderly down upon her Son ; her long and full mantle 
falls over her knees beneath our Lord's body to her feet and over the ground. 

On the left stands St. John, kneeling just sufficient as to be able to support our 
Lord's head upon his knees and his right arm. On the right hand kneels St. 
Mary, the mother of James, looking down on our Lord's body and raising both 
hands as if in sorrow and surprise. The nimbus over the head of Christ is cruci- 
form, the nimbi over the other figures have white ornaments on black discs. 
Above the head of the central figure of the group rises the Cross, having the label 
of inscription at its top. On the stony foreground are bones and a skull. The 
background exhibits arabesques in white from a black surface. The technical 
expression and execution of the foreground are of inferior character. A striking 
feature in this piece is the use which has been made of a bright opaque azure blue 
in the mantle of St. John, and in the ornaments of the background. At opposite 
diagonal comers are marks of circular holes. 



PLATE 5. 

THE ENTOMBMENT. 

^N the foreground is the tomb extending across the entire breadth of the 
composition. St. John on the lefl hand supports the head and shoulders 
of our Lord with his right arm, while Nicodemus on the right supports 
the feet. In the foreground, and stooping over the tomb, is Joseph of 
Arimathsea, his back towards the spectator. He appears to support the body of 
the Crucified by the hips. These persons gently deposit Christ's body in the tomb, 
while the Virgin— in the middle between St. John and Nicodemus — Abends over 
and gazes on it with anxious look. 

It should be observed that the crown or wreath of thorns does not appear on 
our Lord's head either in this design or in any of the subsequent compositions. 
In the present event and the following ones Christ comes before us as having passed 
through the Passion and Sacrifice, tind as now conqueror over Death. Above the 
tomb and group of figures rises the Cross with its inscription and extending its trans- 
verse limb over the entire width of the print. 
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The general design is good and some of the details deserve comment. The 
nimbi are of an ornamental description ; Nicodemus is without a nimbus, his head 
having a tonsure ; the head of tfoseph of Arimatluea is covered with a hood, 
the tail of which reaches to his knees. The tomb is of a Gk>thic character ; the 
background is enfloriated, and the foreground is marked with a chequered pave- 
ment. The technical execution of the Cross and draperies is like that in the pieces 
already noticed. The nimbi and mouldings of the tomb have been coloured 
jellow, the foreground and panelling of the tomb are green, and some of the 
draperies and arabesque flowers on the background are of madder brown colour 
At the upper left hand comer is the mark of a circular hole. 



PLATE 6, 

THE DBSGENT TO LIMBU8. 

f HRIST has entered the confines of Hades. He stands in the centre 
of the composition directed towards the lefl. His left leg is bent, the 
foot resting on the broken up door of the purgatory, and which lies 
in the immediate foreground. In our Lord^s left hand is the cross 
and banner of victory ; with His right He grasps the wrist of Adam, whose arm 
is raised nearly as high as his chin. Below and beneath AdiLm kneels John the 
Baptist, with shaggy garment and leafy girdle ; between these two figures and by the 
ride of the upright support of the roof of the purgatorial prison may be perceived 
the head and chest of Eve. To the left and between the supporting uprights of the 
roof is a demon ejecting flam*es at Christ. Flames ascend from above the head of 
Adam and the roof of Limbus. The background behind the figure of Christ is 
enfloriated above, and rocky below with punctiform work. 

The girdle of John the Baptist and some of the arabesques of the background 
are of a green colour; yellow and madder brown are present elsewhere. At 
opposite comers diagonally are marks of circular holes. 



PLATE 7. 

THE BESUBBEGTION. 

/CROSS the middle of the design is placed the open tomb, the cover of 
which is on the left hand, protrading half of its surface from the 
sepulchre. Christ rises from the middle of the latter, stepping out 
with the right foot ; He elevates the right hand in benediction, and 
holds the cross and banner of victory in His left^ The drapery has fallen from 
the right shoulder of the Saviour, but conceals entirely the left shoulder, arm, &c. 
In the foreground directly before the tomb are two soldiers semi-recumbent 
and asleep. By one lies a partizan, by the other a long naked sword. The 
soldier on the left hand is in armour, the other one has on a jacket and flat cap. 
In the background on the left above the cover of the tomb are some trees ; the 
rest of the background is enfloriated with arabesques. 

The colours present are yellow, green, and madder. At the upper right hand 
comer is the mark of a circular hole. 
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PLATE 8. 

CHB18T APPEABIKG AS A GAKDENEK TO MABT MAGDAUSNB. 

|N the right stands our Lord, who raises His right arm, extending the 
fingers as in benediction over Mary, who kneels on the left. Christ's 
left hand rests on the handle of a spade, the blade of which comes 
down to the lower right hand corner of the composition. Our Lord 
has a cruciform nimbus and full drapery, but permitting the right shoulder and 
both feet to be seen. Behind the two figures, and at the height of Christ*s hips, 
a wattled fence runs across the composition, behind which on a hill and over the 
head of Mary is a tree, while to the right of Christ rise the cross and banner of 
victory, the latter floating towards the left above our Lord's head. The fore- 
ground is grassy and flowery ; the background enfioriated with arabesques. Over 
the head of Mary Magdalene is an ornamented nimbus ; she is clothed in tunic and 
mantle, and her long hair flows down her back. In her left hand she holds the 
alabaster pot of precious ointments, and raises the right as she looks up anxiously 
towards Christ. 

The tunic of Mary, the foreground and tree foliage have been coloured green ; the 
mantle of Mary, the banner and arabesque flowers of the background are of madder 
brown; the fence, trunk of the tree, spade handle, and circles of the nimbi yellow. 

On the verso of each print which has been described are fourteen lines of early 
German typographic text, the type of which resembles in a general way that used 
by Pfister, though it is somewhat less primitive in* character. The letters may 
be considered as small, fine, and sharp missal letters, somewhat like those of the 
Bible of the year 1460, of thirty-six lines. There has not been any crowding 
in the typographic composition, and the impression is distinct and clear. 

On the versOf print No. 1 (the Bearing the Cross), is the following text — 

fl)pi0 6t0ni00et Hu itili^ 
antluc^ tiii0tr0 itttl i^t^u 
ctijffte 1180 Ha oetruc&t i0t jpx 
tin totia tutt^ unH Un otoe 
ben Her fiatoen Heranice 
'nvLtti t^tLit^zn Her (ieb ^li 
be0 antluc5 cri0tt i^tau 
pi0 un0 ein troat unH ein 
erQuic|?un0 unH tin aict>ttt 
iilt Ha0 un0 nil 0c!)alien 
prince He0 teufel0 oeapent 
lia0 totr prauc|)en Her etoio 
en rtoe unH Heine0 antlucf 
ntmtt Her6e00en amen* 

The above text refers of course to an illustration of the Holy Sudarium or 
Veronica Cloth, not here present. This illustration must have stood on the left 
band side opposite to the text, i.e, it was on the verso of the previous leaf of the 
sequence. Hence our engraving No. 1 is on the verso truly of the leaf. Thb is 
evident from the condition of the paper, which latter is discoloured and somewhat 
greasy on those margins fingered by the hand in turning over the leaves of the 
book. The other leaves have the text on their versos — ^the text relating to the 
following and opposite illustrations. This arrangement would seem to have held 
good for the second half only of the complete sequence. In the first half— tbe 
leaves of which are here wanting — the middle of the book being formed by our 
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piece No. 1, the type was on the rectos, and the illiutrations were on the versos of 
the leayes. 

On the verso of No. 2 is the following text — 

^ HO tounBanus pauer un 
rer Hem al tietn rite ftreftio 
IicS» t)ec;)ten Mt oar {^mia 
lici) pidtu 0f0torben an Hen 
0al0en He0 f^eilioen creucfes 
unH mit laut? 0tim 0pract)0t 
tmtec in Hetn i^eut enpf^ilc^ 
tc(^ meiiten atiet unH atoo 
^ Heri8C|)Htit0 tu Ha (ieber f^er 

laiB Hem pttre matter unH* 
creuc^iQuno an mir armen 
0unHet iti^mer DIoren toetHe 
unH na^ Hi^em lebcn oii 
vma Ha0 etnio leben dmen 

The above text refers to the illustration No. 3, on the ver«o of which is printed — 

^Hto etDi0e0 leben i^tea 
cit0te H? Hutci^ He0 men0^r 
iuil unH tPiHer prin0tme« 
eine0 Het0ci>mec|)ten pttem 
toHe0 er0terben tootor unH 
Har nacf) Hon Hen creucfe« 
oenumen unH Heiner liM 
mueter tn ft i^eilioe 0Cf>o0 
oeleot tDar0t unH Hicf) ieme 
lit^ mit 6ro00em 0t^mntfn 
an 0ac;^ S> liber |>er ic|^ pite 
Hict> Hurcf) Heine liben mue 
ter leiHen toillen mir c^ to 
oeben Ha0 etbio leben am? 

The above text relates to print No. 4, which bears on the verso the following 
inscription — 

^ liber ptt i^tfsu cti0te c; to 
c0plet }ztt tool0t Hu in tin 
neiu0 Qtab oeleot toetHen 
unH HO Hen fratoen peclaot 
unH 0e0albt to?Hen unH HQ* 
Hen rittem pe^^uet toetHen 
pep Hem orab* 9I0O liber f>n 
i^tm cri0te Hleicf^ mir amen 
0unHe Ha0 it^ Hic|) peorab i 
mein ^at^ai unH Hein |)uet 
Ha0 ic^ Hic;> nzml auf mein 
f^erc^en Helie0en muoe 0un 
Her Hie!) alcjeit mue00 loben 
in Her niHaltislart amen 

The above bears reference to print No. 5, on the back of which may be 
read — 

fl)Hu IRonia Her eren toie ol 
mit 6ro00er mac^te unH oe 
toalt pi0tu lomen fuer Hie 
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>ellm ttnti hwt c^u procl^m 
Hie pforten Her ^tiXinvx 
taxmxi tmH {met Hac auf oe 
nomen Hie altueter Hie Ha 
til iac auf Hi^ oebait !)abf t 
unH i^ajst 02 mit Hir oe^ert 
ini Ha0 elDi0 leben 9l0o-Iie 
ber i^er etloe0 micf) armen 
0unH? HO alien meinan 0Q 
Hen unH Hoc Her HMaamu0 
Her elDiaen peen ^iSSi^^* 

The above text refers to illustration No. 6, Christ freeing the H0I7 Ones from 
Limbus. On the ver$o of this illustration is the following — 

^ lidier i|^e0u cri0te al0 
Hu kreftioltcf^en pi0t er0tan 
Hen an Hem Hritten tac uo 
Hem tone unH bi0t er0cinnf 
Heiner lieben mueter unH 
maia marte aucf) Hen anHH 
Heinen liebf iunoem unH 
0i erfretiie0t al0 Hu 0prac{)0t 
Her friH 0ei mit euc{)» 9l0O 
liehe f^er Ia0 mic)) atoo 
efretoet HietHen an Hem« 
iuna0ten taa unH 0ih un0 
na4 Hi0em leben ka Heines 
Hatf rei4^ Ha0 etuis Idien S 

Reference is made in the text above to Print No. 7, the Resurrection, on the 
ver90 of which occurs the following inscription, bearing reference to Print No. 8 — 

^ lieber i^er iS^tmx ari0te tote 
car harm))ertcfi6lic& pi0t u 
en0C|^in? marie macHalene 
Hi Hic|) 0uec|)t unH mit &O0 
pHicl^er 0attien Hi^ pecerte 
}to 0attien unH xxAt Heiner* 
harm))erci&ait ir t)e0aii0t al 
ir 0unH unH 0prac|)0t mafl(Ha 
lena fur^t Hi^ nit icj^ pin 
il^tmfi Hfiumb 00 0e un 0a6 
petro unH meinen junoem 
HiD i»a0t 6e0ect)en Hen {^erf 
al0O lib? in 0ib Ha0 i^ Hicf» 
etiii0&li4) me00e 04en am? 

On the ver$o of No. 8 is the following text, bearing reference to the print of 
the Ascension, not here present — 

^ ttber f^er if)e0u cri0te al0 
HID na^ Heiner f^eilicen Hr 
0tenH in anae0i4»t Heiner li 
bn muete tmn liben ()eili0 
pi0t auf 0efaren in Hi i^imel 
unH 0ic;e0t )u H? recfMeu' 
Imnt Heine0 |^imlt0ci^en tm 
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tei0 unn {mm tb? tmntneit 
aff e nein nst* 910O lib? $et 
^ilf tiaj9 tnir artnT 0imliiae 
tnentfct^en auc}^ al0O t)bet» 
koiiOim alf un0er not tmH 
tiac)» 111011 lebcn toil Hir be 
0itc}e tiaj9 etoia leben ann 

Each print which has been described measures 4 inches in height by 3 inches 
ID breadth, which size includes a verj narrow border formed by white and black 
lines. The typographic text on the vfT909 may be stated to be contained within 
these limits, the lines ending very irregularly, an evidence of the early execution 
of the work. Each leaf is provided with a margin of plain paper beyond the 
engraving and text. This margin is of unequal width at the top, bottom, and sides; 
the greatest width occurring being. -J-ths of an inch, the least rather more than j-th. 

The paper is firm and good, and a part of its watermark, a bunch of grapes^ 
may be observed at the top of Print No. 1, over the mairk of the hole ti^ngh 
which the plate was fixed to the block. 

In connection with the series of which this fragment of a Passion formed a part 
there arise some important and interesting considerations. In the first place it 
may be remarked that the presence of typographic letter-press in association with 
engravings in the maniire crxbUe is of very infrequent occurrence indeed. 

Secondly, neither MS. or xylographic text is to be met with but rarely 
associated with prints of this particular character. 

In the third place, repliche of such engravings are tmcommon. Yet here are 
eight prints in the large dotted manner — ^forming but part of a work — on the 
versos of which is text printed from movable metallic type. 

Further, this fi*agment — ^preriously in the cabinet of M. Weigel — agrees closely 
with a Passion described by Franz Xaver Stoger, in a work entitled ^^ Zwei der 
mtesten dentschen Druckdenkmfiler." Miinchen, 1833. 

This Passion, it may be remarked, had been already noticed by Dr. DJbdin in 
his account of the books in the library at Munich, given in the third volume of the 
** Bibliographical and Antiquarian Tour, &c.,** p. 280. London, 1821. 

The Munich *' History of the Sufferings of our Lord** is bound up with 
naother little work, entitled on the binding of the volume *' The Seven Joys of 
Mary.** Neither tract, however, has itself any title, address, or inscription. 
Each work is quite independent of the other ; the type is not quite the same in 
both, nor is the technical execution of the engraving in each work, though after 
the mantle cribUe, of precisely a like character. (Stoger, op. cit p. 9.) 

In the ^ Seven Joys of Mary ** there are eight illustrations and five leaves of 
letter-press, a facsimile example of each of which has been given by Stoger, as 
also a page of text and an illustration — viz. " Christ*s Entry into Jerusalem,** 
from the series of the Passion. A copy of Judas betraying Christ in the latter 
wori: accompanies Dr. Dibdin*s observations. 

Weigel observes — 

** Our fragment closely accords as respects the contents of the text and illus- 
trations with the Passion described by Stoger. Nevertheless, the arrangement of 
the latter and text, as also the type of the text, are different The example of the 
Boyal Court Library at Munich, brought to notice by Stoger, has the first leaf im- 
pressed only on the B side, with the representation of Christ's entry into Jerusalem ; 
the second leaf has text on both sides ; the third leaf has illustrations on both sides, 
and thus alternate always a leaf with two sides of text and a leaf with two illustra- 
tions. The text always stands opposite its correspondmg illustration, the first 
time on the right, the second time on the left side, and so on.** (Compare Stoger, 
a.> O. a 18.) 
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" . . . . Stoger certainlj has in his * Two of the Oldest Memorials, &c^' so 
described the designs of the Passion and given the text so completely that not 
any doubt can be entertained that our Passion and that existing at Munich are 
but different editions of the same work. Nevertheless, his description of the 
illustrations of the latter is either not sufficiently minute, or the designs of the 
Munich Passion are yet somewhat different to those of our own series. In like 
manner the text of the Munich Passion presents some peculiarities which we 
cannot pass by, since Stoger assures us that he has given it accurately.** 

As the variations of the text in the two editions, the abbreviations and con- 
tractions, &c., have been already folly described by Weigel (op. cit.), tt is unneces- 
sary to repeat them here ; suffice it to state that Weigd concludes his account 
with the following paragraph — 

'^ From the comparison thus fiur instituted, there cannot be any doubt that the 
Munich Passion contains a like conception in the designs and like words in the 
text as does our own fragment. We must assume consequently that one and the 
same work lies before us in both Passions.** 

Accordingly we may take for granted — supported by Stoger*s commnnicatioa 
— that we are wanting in nine illustrations at the beginning, viz. those of the subjects 
of the Entry into Jerusalem, of the Last Supper, Gethsemane, Christ taken 
Prisoner, Christ before Caiaphas, the Scourging, the Crowning with Thorns, of 
Christ before Herod, and of the Sudarium, and also deficient of three pieces at 
the end, vis. the Ascension, the Effusion of the Holy Spirit, and the Last 
Judgment. 

In this enumeration of these two versions or editions of this Passion in the 
maniere criblSe^ associated with typographic text, the interest of the subject is n0t 
by any means exhausted. From the example to be described next (B. 3) it may 
be found that these prints illustrated a third typographic edition. Moreover, it 
has been shown that they were used to adorn a MS. supposed to be of much Met 
date than that of any of the printed editions. 

In the year 1869 the Bibliot^que Imp^riale at Paris became possessed of a 
MS. containing towards the middle of the volume two engravings in the maniere 
criblie^ ''Christ bearing the Cross** and the *' Sudarium.** The date of this MS. 
was assumed to be of the year 1406, to have been written in Germany, and it was 
considered that the engravings had been printed off on the pages before the latter 
had been written on in lieu of being pasted on the MS. paper after it had passed 
through the hands of the scribe, usually the case in analogous circumstances. If 
such were the real faets, here then was proof positive that impressions from 
engraved metal plates were taken within the first decade of the fifteenth century, 
and here also were two impressions which had been then taken. 

As soon as the writer of this catalogue had an opportunity of examining the 
prints obtained by the Museum from the We^l collection, he discovered that one 
of the prints, '' The Bearing the Cross,*' in the Weigel Passion now under con- 
sideration, was in design, technic, and size almost identical with the facsimile of 
the print of this subject in the Paris MS. given by M. Henri Delaborde, in his 
interesting *' Notice sur deux Estampes de 1406, et sur les Commencements de k 
Gravure en cribl^,** " Gazette des Beaux- Arts,** Paris, 1 869 (onzi^me ann^, deux- 
i^me p^riode, tome premier, p. 238). It appeared to him also on a subsequent 
examination, that the second print, '* The Sudarium,** illustrating the notice in 
question, answered closely to the description given by Stoger (op. cit. p. 68) of 
the design of that subject to be seen in the Munich Passion. Here then appeared 
similar engravings in the maniere criblee in a MS. assumed to be of the date 1406, 
in the Munich Passion associated with letter-press type of eariy character, and 
in the fragment of the Weigel Passion in union with typographic text much afber 
the character of the work of Pfister at Bamberg. 

It would be impossible to determine positively whether the impressions in 
the three works referred to have been printed off from the same plates, or firom 
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dose copies of ft common origiiud witliont hftving all three yersions to compare 
•ide bj side. But judging from the description given by Stoger of the prints in 
the Munich Passion, frcxn the examples of the Museum fragment, and from the 
copies which accompany the paper by M. Delaborde, we conclude that all the 
prints in question are originally from the same plates. In stating this much we 
bare not lost sight of WeigePs remarks as to certain discrepancies between 
Stdger*8 account of these designs and the details of our own fragment But 
these discrepaociet appear to be due rather to incompleteness of description than 
to anything else. That which haa been described by Stoger agrees with that 
which is present in the eight compositions of the Museum fragment. 

It is quite possible that plates engrayed and printed from by the year 1406 
(asenming for the sake of the argument that this style of work was practised) might 
be used forty years afterwards to adorn a then just printed book. But it may 
be asked. Are the grounds on which the assiuned date of the MS. are based quite 
satisfactory ; and is the MS. entirely without any such flaws as would make one 
hesitate in accepting M. Delaborde*s conditions ? To both these questions we 
should reply in the sense that the MS. of the Biblioth^que Impdriale is not sane 
peur et eons reproche. The why and wherefore of this belief have been given 
already by the author of these pages in his ** Introduction to the Study and 
Collection of Ancient Prints," voL i. p. 30, London, 1877; therefore we will 
add here only the following quotation from M. Delaborde*s Memoir in the 
•* Gazette des Beaux- Arts" — 

'^ Among the extracts from .various works and instructions on different subjects 
of which this collection (the MS. volume) is composed, may be found on page 10 
calculations of the lunar phases followed by a table of years, hours, and minutes 
at which these periodical phenomena should occur. It should be observed in the 
first place, that the date 1 394, which figures at the head of this table, has been 
written with black ink, while the lines following from the date 141 3, have been 
traced in red ink, as though the copyist designed to make a distinction between 
the years already elapsed and those yet to come. Further on the same page 
(line 10) these words may be read: Quod erit anno Domini 1413 ; and fru*ther 
on (line 26) donee elahentur 1413 aiuttV* 

To this M. Delaborde adds the following note — 

** In the first of these two members of the phrase, it is true, the date 1413 
is thus written: \%'\S^ which implies 1473. But there is here evident a lap^ 
9HS calami, since the date thus figured is according to the words themselves of 
the text, that which results from the number 19 added to 1394, i.e. 1413 {anno 
Domini, 1394 .... post elapsum 19 annorum quod erit anno IR'\3); 
moreover, in this table written in black and red ink, of which mention has been 
made and which indicates the lunar cycles, these four figures 1413 are written 
equally plain, as in the phrase Donee elahentur^ eteS To return to the text 
itself. 

** Here then is a starting-point, a first presumption at any rate. The date of 
the MS. ought to correspond to some year included between the year 1394, in- 
scribed first on the list, and the year 1413, which these words erit and elabentur 
signalize as belonging to the future. Now how mi^ the exact time in this period 
of nineteen years be discovered and determined ? It is here that the ecclesias- 
tical kalendar placed at the beginning of the collection should be consulted, and 
from calculations agreeing with the combinations it presents should be sought the 
solution of the problem. Unfortunately, something of the negligence with which 
many words have been transcribed in the body itself of the work may be found 
from the first line in the arrangement of the kalendar ; in this way from the read* 
ing of the latter affording only an absolutely unreasonable result, if this first line 
be taken as it actually exists as the point of departure in the computation, one 
is necessarily obliged to try the second line, and consequently, remonter ^ttn 
eran in reading the whole of the table. Certain material indications which are 
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present allbw of the supposition that such was the personal intention of the 
copjist. In fact, did he not intend to indicate as much in beginning to write in 
a supplementary column a second series of jears of the golden number, where 
the first jear of this number is en rapport with the 1 5th of the solar cycle, that 
which is proper to the year 1406P But he stopped in this work because he 
became aware that it sufficed to take away a line from that part of the table con- 
taining the solar cycle and the domim'cal letter to place the table en rapport with the 
original golden number. If then the copyist has not corrected, or has half cor- 
rected only the error committed at the outset, it is because he possessed the 
secret of the modification to which the table should be subjected, in order that 
he might use it without being condemned previously to the tiresomeness of re- 
commencing it from one end to the other ; it is because he designed for his own 
use only the documents which his pen had transcribed tant Men que tnal; in fine, 
it is because he went to work as a man who, not labouring for the benefit of 
others, does not take either the time or the trouble of explaining to himself the 
mysteries to which he has the key, nor of repairing very carefully the mistakes 
incapable in reality of compromising anything in his eyes." (Op. cit. p. 239.) 

Now we cannot help feeling that a MS. of which such admissions must be 
made is one the evidence of which in support of the opinion that the prints in the 
maniere criblee were engraved and printed firom by the year 1406, is of too 
doubtful a character to be accepted. 

[4x3 in.] [Coloured.] 



B. 3. 
CHRIST ON THE CROSS. . 

CIRCA 1460. 

BAVARIA (?). 

(No. 339, Weigkl.) 

REPETITION of the print No. 3, described in the foregoing account 
of a ** Passion.** This impression is evidently firom the same plate as 
yielded the impression of the like subject in B. No. 2, but it must have 
illustrated a dbSerent edition of the entire work, and one differing from 
the Munich Passion also. 

On the verso of the print are fourteen lines of typographic text, generally the 
same in type and words as on the like piece in B. 2 ; but nevertheless exhibiting 
certain variations which demonstrate that the leaf formed part of another edition. 
For instance, the eighth line of the present example reads, Muetter in ir heiUge 
echoe, while that of B. 2. runs, Mueter yn yr heilige schos. The thirteenth line 
concludes with mir czw ge instead of with mir czwy as in B. 2. The last word of 
the fourteenth line is here amen ; in B. 2. it is ame. 

The marks for contractions over the e*s in the second line are difiTerent from 
those in B. 2, while in the latter there are full points at the ends of the third and 
sixth lines, which points are absent in B. 3. Other slight variations may be 
observed, but those indicated are sufficient to show that part of a different edition 
is before us, apparently printed from letters of the same fount or from the same 
type, after the latter had suffered from employment, since the letters are in B. 3. 
generally either blunter or thinner than they are in B. 2. 

The impression itself is sharper and more perfect than that of B. 2* It has 
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been coloured in a slightly different way to the other example. Here the loin cloth 
of our Lord is of deep yellow ochre colour, in B. 2. it remains uncoloured. The 
mantle of our Lady is here of a bluish grey with light pink lining; in B. 2. it is not 
coloured. The mantle of St. John is here of a light pink hue ; in B. 2. it is of 
brown madder colour. In the present impression there is a deep red coloured 
border around the plate mark ; in B. 2. the margin remains uncoloured. 

It would appear that in the well-known collection of Weigel at Leipzig there 
existed two prints of this Passion, B. 2, which must haye belonged to an edition 
yet different from any of those to which reference has been here made. In connec- 
tion with these specimens Weigel remarks—* 

^ Under No. 340 we possess two prints, 6 and 7 — the Descent to Limbus and 
the Besurrection — of the Passion before described No. 338 ; yet they must have 
belonged to another edition, since they have not any text upon their backs. The 
Descent to Limbus is coloured as follows : — ^the glory, the staff of the banner, the 
doors and house of Limbus, and the hide garment of the man kneeling are of pale 
and dark yellow. The flames are of a pale carmine red ; the ground, the ara- 
besque flowers, and the upper bands on the banner cloth are of a powerful green 
colour. In the piece of the Resurrection the ground, the trees, some of the 
trefoils on the tomb, some arabesque flowers, and the upper bands of the banner 
cloth are of a strong green colour, while the cover of the tomb and the upper 
border of the tomb are of a rose-red, the tree stems, the glory, and the banner 
staff, as also some flowers being of a yellow colour. These tenderly coloured little 
prints, which are of marked sharpness of impression, belonged probably to those 
examples which were first brought into circulation.** 

[4x3 in-] [Coloured.] 



B. 4. 
CHRIST ON THE CROSS. 

CIRCA 1470-1480. 

ULM (P). 

(No. 392, Wbigbl.) 

IROM a heap of stones in the middle of the foreground rises the CrosK, 
the scroll of inscription at the cop of which touches the upper border 
line of the composition. Our Lord is dead; His head fidls on His right 
shoulder and covers a third of the arm. A wreath of thorns is around 
the brow, and a cruciform nimbus oyer the head. The loin cloth is narrow and 
without visible ends ; the feet are crossed. There is not any suppedanemn. 

On the right hand side of the Cross the Blessed Virgin is seated ; on the other 
side is St. John. The former has the hands crossed upon the knees, wldle the 
latter turns towards her, raising his hands as if in the act of addressing her. Oma« 
mented nimbi are around the heads of both. 

The entire background is diapered or chequered with (relatively) large rosettes 
within lozenge-shaped forms. The technic of the Cross and of the stones is of the 
dotted character, that of the draperies and of the body of Christ of frayed and 
lined work. 

Some colour has been applied. The wounds in the hands, feet, and side are 
of a dingy carmine, as are also the cruciform parts of the nimbus. The body 
piece of the tunic of the Virgin and part of the mantle of St. John are of much 
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(he same oobur. Th^ stones at the foot of the Cross and the ground are of a greed 
hue. A narrow black border line includes the composition. 

[4 K 2f in.] [Partly coloured.] 



B.5. 

^ CHRIST ON THE CROSS. 

CIRCA 1470. 
(No. 347, WSIOBL.) 

CN the centre of the design stands the Cross, embracing the whole height 
of the print, the scroll of the inscription extending in fiict beyond the 
upper border line. The transverse beam of the Cross is wide, and in 
length occupies nearly the breadth of the engraving. Christ is dead. 
His head resting on the right shoulder, the face expresses suffering, llie crown of 
thorns is on the brow and an ornamented cruciform nimbus over the head. The 
perisonium or loin cloth is bound around each hip and thigh separately, the ends 
fluttering on the right (to the spectator) of the Cross. The ribs and the muscles 
of the left arm are strongly marked, the patellae are very large and marked at the 
centre with a cross. The fingers of each hand are not extended, but curved 
inwards as if convulsively grasping the nails which have pierced the hands. The 
feet are crossed, secured with a large nail, but there is not any suppedaneum. At the 
foot of the Cross are large stones and a skull. On the right hand side of the Cross 
(the left to the spectator) stands the Virgin with bowed head and hands crossed 
upon the breast. Her mantle is large, covers the head and falls in folds on the 
ground. On the other side stands St. John with head uncovered, flowing hair 
and hands crossed on the chest. He looks towards Mary. Both mantle and tunic 
are of rather elegant cast ; below the latter may be seen the beloved disciple*s 
naked feet. Neither Mary or St. John has a nimbus over the head. 

The entire background is diapered with lozenges and rosettes ; the foreground 
is flowery and grassy. 

The technic is stiff and formal but careful, the draperies being of dotted, the 
body of our Lord of lined and frayed work. The markings of the wood of the 
tree of which the Cross has been formed are strongly represented as they appear 
on longitudinal section. The print has l:feen partially coloured. The Cross 
and nimbus of our Lord are yellow, the wreath of thorns green, parts of the 
draperies and the foreground are green and ydlow. 

At the leil edge of the paper is part of a watermark, not decipherable in 
character. The engraving has been motmted on the leaf of a MS. written in 
double columns, and a line of cursive MS. is above the print in front. 

According to Weigel the body of Christ on the bronze crucifix at the west side 
of St. Sebaklus* Church at Niimberg, has great similarity with the figure of Christ 
in the present design. 

[7 X 4|in.] [Partly coloured.] 
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B. 6. 

CHRIST ON THE CROSS. 

1430 (?). 

GERMANY. 

PHOTOGRAPHIC and reduced copy of a print formerly m the 
'^ Donee Collection/* and now at Oxford. 

In the centre of the design, which is arched at the top, stands the 
Cross, occupying nearly two-thirds of the composition. On the Cross 
hangs our Lord ; His head is erect, a narrow circular nimbus is aboTe it and 1^ 
thorn branch is tightened round the brow. A fluttering but somewhat scanty 
loin cloth is present ; the right foot is placed upon the left one, there is not any 
snppedaneum. On the projecting head of the upright beam of the Cross is a tablet, 
on which are the letters INRI m reverse. On the left hand (to the spectator) of 
the Cross stands St. John. Over his head is a very narrow nimbus ; he looks up 
at Christ and raises his left hand as if in wonder. In the right hand he holds a 
tablet, on the lower part of which are the letters G. H. On the other side stands 
the Virgin ; she is seen in profile with slightly raised hands and looking towards 
our Loi^. She is draped in a long mantie firom head to foot. At the base of the 
Gross lie a skull and some bones. The foreground is very narrow and plain in 
character. The general ground of the composition is of a highly decorative kind. 
On the upper part, that is, from the arched top down to the tablet on the head 
of the Cross, the dark ground is- closely sprinkled over with little white buds or 
pearl drops, connected generally by fine hair-like branches, curving and interlacing 
in a methodical manner. This general decoration is overrun by a very large 
white ornament, closely simulating the designs to be met with in Persian drawings 
and manuscripts and in Moorish adornments. This ornament springs up by two 
bands from above the inscription on the Cross. Below it the general ground is 
formed of very small white punctations, over which runs a mass of leaves and buds 
of a conventional description, connected by delicate curved branche6 rising by 
single stems from each side of the Cross near its foot. On the background between 
the Virgin and the edge of the print is a tree rising from out a rounded mass 
of herbage. This tree comes white off the ground and bears on its trunk the date 
M . cccc . zxx. Between St. John and the edge of the print are parts of the 
rounded surface and ground of another plate, which had been simk apparently in 
the larger plate at its lower portion. The ornamentation of this second plate if 
of a like kind to that before described. 

Around the general design, with the exception of the lower comer, where 
the second plate has been inserted, runs a narrow border, in which is a spiral band 
having little buds or pearl drops between the coils. A like border runs round 
the inner edge of the second plate. Along the border of the general design are 
the marks of three holes on the left hand side, and of four on the right hand side 
of the plate. The second plate edge shows traces of one hole near the shoulder 
of St. John. 

We are of opinion that the original metal, from an impression from which the 
photographic copy befinre us has been taken, was a forgery of comparatively modem 
times. The peculiar mixture of technics and of the ornamentation of different 
periods and styles, the bad and almost childish drawing of the two figures by the 
Cross, the character and work of the tree bearing the date, the date itself and the 
presence of a portion of a second plate intruding on the other metal, are sufficient 
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in themseWes to excite strong suipicion as to the genuine antique character of the 
engraving. 

In addition to these circumstances we cannot help being influenced also bj the 
following account given bj Dr. Dibdin in the third volume of his *' Bibliographical 
and Antiquarian Tour.** Supplement, p. xxxiv. Alluding to the treasures of 
Baron Derschau at NUmberg (▲.d. l8l8), Dr. Dibdin remarks — 

'* The Baron laid the greatest stress upon a copper-plate impression of a 
crucifixion of the date of 1430, which undoubtedly had a very staggering aspect. 
.... I will describe this singular specimen of old as briefly and perspicuously as I 
am able. It consists of an impression in pale black ink — ^resembling very much 
that of aquatint, of a subject cut upon copper or brass, which is about seventeen 
inches in height (the top being a little cut-away) and about ten inches six-eighths 
in width. The upper part of the impression is in the shape of an obtusely pointed, or 
perhi^ rather semicircular gothic window, and is filled by involutions of forms or 
patterns with great freedom of play and grace of composition : resembling the stained 
glass in the upper parts of the more elaborated gothic windows at the beginning of 
the fifteenth century. Round the outer border of the subject there are seven 
white circular holes, as if the metal fh>m which the impression was taken had been 
nailed up against a wall — and these blank spots were the results of the apertures 
caused by the spaces formerly occupied by the nails. Below is the subject of the 
Crucifixion. The cross is ten inches high ; the figure of Christ without the glory 
six inches. St. John is to the left, and the Mother of Christ to the right of the 
cross, and each of these figures is about four inches high. The drawing and 
execution of these three figures are barbarously puerile. To the left of St. John 
is a singular appearance of the iqtper part oi another plate running at right angles 
with the principal, and composed also in the form of the lipper portion of a gothic 
window. To the right of tiie Virgin and of the plate, is the ' staggering * date 
above mentioned. It is thus : m . cccc . xxx. This date is fixed upon the stem 
of a tree of which both the stem and the branches above appear to have been 
scraped, in the copper almost white — for the sake of introducing the inscription or 
date. The date, moreover, has a very suspicious look in regard to the execution 
of the letters of which it is composed. As to ihe paper upon which the impres- 
sion is taken it has doubtless much of the look of old paper ; but not of that 
particular kind, either in regard to tone or quality which we see in the prints of 
Mechlin, Schoen or Albert Durer. But what gives a more ' staggering aspect * 
to the whole affair b that the worthy Derschau had another copy of this same 
impression, which he sold to Mr. John Payne, and which is now in the highly 
curious collection of Mr. Douce. This was fortunate to say the least. The copy 
purchased by myself is now in the collection of Earl Spencer.** 

Were it not for the intrinsic characters of the style and work, &c. before men- 
tioned, it might be allowed perhaps that the original metal plate was truly a genuine 
one of the period of which it asserts itself to be, and was in the possession of Baron 
Derschau, who had caused several impressions to be worked off from it, disposing 
of them when opportunity offered as veritable antiques. But even this more 
venial crime is not the only one in our opinion which has been here perpetrated. 
Whether the Baron was particepe criminis in the manufacture of the original 
plate as well as of the modem impressions cannot be determined, but that he 
knew the impressions he sold were not old ones can scarcely be doubted. 

It is proper to state, however, that another view of the matter has been taken 
by Nagler, who under the heading G.H. N^ 3049, Monogrammisten, voL iL 
p. 1065, remarks — 

" A large print exists representing Christ on the Cross and the Donatoren at 
the foot of it. The man holds a banderole with G. H. on it, and the woman kneels 
[«tc] in adoration. The ground is decorated afler the manner of old pictures on 
gold grounds, but the engraver has punctated the work in a very unsatisfactory 
manner. The model for this copper -plate engraving was probably a picture be- 
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lonjnng to the first half of the fifteenth century. On the right hand below stands 
in &ct the date m . cccc . xxz. The letters G. H. on the banderole may signify 
the name of the Donators, or of the painter, bnt then only in the case that he is 
here represented along with his wife. The engraving is rounded at the top.** 

As we consider that the two fig^ires at the foot of the Cross are provided with 
nimbi, we cannot regard them as representing either Donators or painter and 
wife. 

[ 1 1 y X 7 in.] [Uncoloured.] 

B. 7. 
X: THE CRUCIFIXION- 

CIRCA"1450. 
LOWER RHINE SCHOOL (P). 

(tHB ** CSUCTTIXION OF THB MAZARINE OB OUTBNBBSO BIBLE.**) 

k HE composition is a large one for the maniire criblee, being contained 
on a folio sheet, which when entire was at least 1 Si 'inches high bj 
lO|- inches wide. Within these limits, however, broad borders of in- 
scriptions have to be reckoned. 
In the centre stands the Cross, on which is Christ crucified. To the left of the 
spectator is a cross on which hangs the good thief; to the right a cross on which 
writhes the bad one. There is considerable difference between the sizes of the 
central Cross and Figure and those of the lateral crosses and the forms upon them. 
The transverse beam of the central Cross is 6^ inches in length, and the Crucified 
is a figure of the like dimension in height, while the transverse beam of the cross on 
the left hand is but little more than 2|-ths of an inch long, and the figure on it if quite 
extended would not exceed 3 inches f ths in height. 

Christ is already dead, the head hangs over the right shoulder ; the body is 
meagre, but the trunk and lower extremities are not badly indicated with the 
exception of the toes. The arms, particularly the right arm, are very unsatis- 
factory. The thickness of the hair of the head and beard is strongly marked. 
A wreath of thorns is around the brow, an ornamented cruciform nimbus over 
the head. The fingers appear to have grasped convulsively the large nails by 
which the hands were pierced and affixed. A well though somewhat stiffly cast 
perizoninm covers the pelvis, the ends of the cloth hanging over the right hip. 
The feet are crossed (the right foot over the left as usual), and both secured to 
the Cross by one large sharply conical-headed nail ; there is not any suppedaneum. 
AboTe the projecting head of the upright beam of the Cross rise two short staves, 
between which is a waved scroll, having on it the letters I N R I with large 
rosettes between them. In the delineation of the Cross a curious error through 
fbrgetfnlness has been committed. It may be noticed, e^. that the perpendicular 
perspective sides of all the crosses are those to the right hand of the spectator, 
and as such they are represented with the exception of the central Cross, in which 
the perspective side of the upright beam is on the left hand. 

The time or action is that of the piercing of the chest of Christ by one of the sol- 
diers, who firom a remote period has been distinguished through one form of a legend 
as ^ Longinus.** In this legend, Longinus is described as having a defective sight. 
As he thrust the spear into our Lord's side some blood fell upon his hand, which 
being applied to his eyes his vision immediately became perfected. In the repre- 
sentation of this event in later times, another soldier is made to properly guide the 
lance which Longinus holds in his hand. After the latter had thus received his 
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sight, ** he turned awaj repentant and sought the Apostles, bj whom he was bap- 
tized, and received into the Church of Christ. Afterwards he retired to Csdsarea, 
and dwelt there for twenty-eight jears, converting numbers to the Christian faith ; 
but at the end of that time he was seized bj order of the governor, and ordered 
to sacrifice to the false gods. St. Longinus not only refused, but being impatient 
to receive the crown of martyrdom, he assured the governor, who was blind, that 
he would recover his sight only afler putting him to death. Accordingly, the 
governor commanded that he should be beheaded, and immediately his sight was 
restored ; and he also became a Christian, but St. Longinus was received into 
eternal glory, being ' the first-fruits of the Church.* This wild legend, which is 
of great antiquity, was early repudiated by the Church ; it remained, however, 
popular among the people, and it is necessary to keep it in mind in order to 
understand the significance given to the figure of the centurion in most of the 
ancient pictures of the Crucifixion.** (** Sacred and Legendary Art,*' p. 463.) ^ 

On the lefl of the Cross (to the spectator) is Longinus on horseback ; a long 
spear in his right hand, the point of which has pierced our Lord*s side : **unus mili- 
tum lancea latus ejus aperuit et continuo exivit sanguis et aqua.** ( Johan : xix. 34.) 

Longinus has thrown back his head, and applies his left hand to his eye. 
Before Longinus is represented an attendant, also on horseback, who guides with 
his left hand the end of Longinus* lance, and points upward towards Christ with 
his light hand. The back of this soldier is turned to the spectator. Longinus is here, 
so far, kept distinct from the centurion, with whom he is sometimes confounded. 
*•*' Later times,** writes Lady £astlake, '' have pronounced this spearman [Longinus] 
to be one and the same as the centurion, who was converted by the signs following 
the death of Christ . . . This is a curious instance of the tendency of all such inven- 
tions to overreach themselves. It is not that the simplicity of the sacred narra- 
tive is disturbed, but its inherent logic utterly disregarded. This has of course 
Uttracted the attention of Catholic as well as of Protestant writers. De Tillemont, 
in his ' Histoire Ecclcsiastique,* exclaims, ' Is it to be believed that the same man 
dared to pierce the side of one whom he himself had just confessed to be the Son 
of €rod P * So much for the identity of these two separate individuals — an idea 
never dreamt of by early Art, which, representing successive actions simultaneously, 
frequently shows Longinus piercing the side, whilst the centurion holds up his 
hand and exclaims, *■ Truly this was the Son of God.* We see the two together 
in Giotto and in Martin Schon, and even as late as in Gaudensio Ferrari — the 
blunder of confounding these two individuals is therefore as recent as it is absurd.** 
(" History of our Lord,** vol. ii. p. 1 60.) 

In the representation before us, the centurion is on the other side of the Cross 
to Longinus. He is mounted, wears armour on the trunk and arms, and bears in 
his left hand a long and pennoned lanoe, on the banner of which is represented 
a scorpion. The centurion has on a plumed cap and bears a straight sword at 
his left side. His horse is somewhat richly caparisoned. That the present 
person is meant for the centurion is clear from, the inscription on t^e scroll 
acyacent to him — ^viz. '* Vere filius Dei erat ho iste.** (Matth : xxvii. 54.) 

Half hidden by the lower part of the Cross, and by the lower extremities of 
our Lord, is another and helmeted soldier, who directs his regard and action 
towards the centurion. On a level with this soldier, on the other side of the Cross 



^ ** From an early time, however, this individual has been distinguished by the 
name of Longinus, which appears in the splendid Syriac MS. in the Library of 
S. Lorenzo, at Florence, probably of the nth century, being inscribed horizon- 
tally in Greek letters beside the figure holding the spear. The name cannot be 
ascribed to any tradition ; its obvious derivation from longche (Xoyx*?) spear or 
lance, shows that it was, like that of St. Veronica, fiuihioned to suit the event.** 
(" History of our Lord," vol iL p. 1 60.) 
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and behind Longinus, is a mounted soldier in armour and plumed helmet, who looks 
towards an attendant at the foot of the cross of the good thief, while he points up 
at a scroll on which are the words, " Heliam vocat iste." (Matth : xxvii. 47.) 

This attendant, also mounted, directs his left hand towards a scroll on which 
is inscribed, "" Alios salvos fe' seip " (alios salvos fecit, seipsum non potest salvum 
iacere). (Matth : xxvii 42.) 

On the left hand (to the spectator) of the central Gross is the cross of the 
^ good thief.** The latter directs his face towards our Lord, he is bareheaded and 
partiaUy bald, though thick hair falls at the back. He is secured to the transverse 
beam of the cross by ropes around the arms ; the legs are crossed, the left leg 
over the right, but he hangs well extended, and without an j writhing. A narrow 
tight-fitting cloth is around the loins. As if proceeding from him is a scroll 
bearing the words, '* Dne memento mei'du veneris in regnu t.** (Luc : xxiii. 42.) 
On the other side of the central Cross is the cross of the bad thief. The 
latter has turned his back on Christ. A large slouched hat is upon his head. 
He is secured bj the arms to the transverse beam, and writhes as if in agonj. On 
a scroll beside him are the words, *' Si tu es xrs salvu fac te ipm et nos.** (Luc : 
xxiii. 39.) 

*' There is some reason to believe, that the crucifixion of the thieves preceded 
in Art the crucifixion of our Lord. We see in an earlj crucifixion given in Frisfs 
■ Memorie delle Chiese Monzese,* the thieves bound to their crosses with the 
figure of the Lord standing between them, or simply with the head of Christ in a 
circle and a cross beneath it ; the sun and the moon as small heads or signs appear 
in their usual places, and below kneel two figures, probably the Virgin and 
St. John. The thieves already indicate their history, for the head of the one on 
the right is turned to the centre, while that of him on the left is averted. This 
is a very remarkable instance of the incongruous mixture of the real and ideal in 
which early reverence halted before venturing on the complete picture. How 
soon the centre cross was erected between them it would be difiicult to say — at all 
events, the three crosses appear by the eleventh century. In the Syriac MS. in the 
Laurentian Library at Florence, the thieves are nailed to their crosses, in this 
doubtless preserving greater historical accuracy. In later forms, however, they 
are generally seen tied on to their crosses ; the transverse beam passing under 
the armpits, their hands evidently fastened .behind. The reason for their being 
nailed in the one instance and bound in the other, may be found in the necessity, 
considering the rude and ignorant eyes of those who beheld them, of distinguish- 
ing their figures at a glance from that of Christ. In the earlier instances this 
distinction was sufficiently supplied by the difference in their dress, they having 
merely a short petticoat round the hips, whilst the Lord was often draped from 
shoulders to feet. But when the dress became similar, Christ being girded only 
with the perizonium or linen cloth, the necessary distinction was found in the 
difierent way in which their figures were attached to the cross. Economy of 
space had also something to do with this arrangement. The crosses of the 
thieves were often made far smaller than that of the Lord, and the position of the 
bound arms further contracted the size .... After this painters seem to have 
vied with one another in inventing modes for the crucifixion of the thieves. This 
was no longer by way of distinction, for the times for such a necessity were passed, 
but rather as affecting pictorial variety in a terrible and thankless subject. The 
bodies of the thieves were accordingly wrung into every form that humanity could be 
compelled to assume .... We must turn to the early German and Flemish schools 
for a very ungraceful view of the crucifixion in every sense, especially of the 
thieves. In Rogier van der Weyden*s picture, in the Castelbarca Gallery at Milan, 
the cross is in fi:t)nt of the thief, who rides on it in a very unbecoming manner. 
Israel von Mechenen has in two instances represented both his thieves blindfolded. 
The ' Maitre Cribl^' has tied them in a mode which necessitates the utmost dis- 
tortion, while his bad thief is turning more than disrespectftiUy from our Lord» 

Q 
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and perbaps to show bis further irreverence has a slouched hat on.'* (" History 
of our Lord,** vol. ii. pp. 167-69.) 

From the angle of the composition above the good thief proceed rays of light 
from a cloud whence issues a winged angel, who receives in his hands the soul of 
the good thief personified as a naked child. At the opposite comer a demon 
emerges from a cloud of flames, and snatches up the soul of the bad thief perso- 
nified as before. 

'* A striking and characteristic purpose to which the attendance of angels is 
applied, is seen in those early and full crucifixions which include the two thieves. 
Here both angelic and demoniac ministry is introduced — angels to receive the 
soul of the good thief, and demons waiting for that of the impenitent malefactor. 
This was a natural idea at a period when no death-bed was represented without 
a good or evil spirit patching for the dis^bibodiment of the soul. These ghostly 
convoys to opposite worlds would hardly occur before the 14th century.** 
(" History of our Lord,*' vol. iL p. 1 74.) 

Above the central Cross are the symbols of the sun and the moon (anteoy 
p. 19 ^). In the foreground below the Cross are the figures of the Blessed Virgin, 
of the two Marys, St. John, and of a mounted soldier. The Mother of our Lord 
has fainted, St. John supports her at her left shoulder, while Mary, ** soror matris 
ejus^Maria Cleoph» ** ( Johan : xix. 25), takes her right hand. Mary Magdalene 
clasps the foot of the Cross and looks up with agony at the figure of the Crucified. 
Immediately below the horse of the centurion is a person on horseback, bare- 
headed, and with a long straight sword at his side. He is not in armour, and 
his hair is thick and curly like a wig. He looks towards the Magdalene, and holda 
the end of a scroll in the left hand, on which is inscribed, ** Vach q destruis 
templu,** (vahl qui destruis templum Dei et in triduo illud reiedificas: salva 
temetipsum : si filius Dei es descende de cruce.) (Matth : xxviL 40.) 

Stephaton — ^the soldier whom tradition states held the sponge or cup of 
vinegar — is not here represented. 

Along the upper and lateral margins of the composition run borders {-ths of 
an inch wide containing an inscription which begins at the lower end of the border 
on the left hand. The left lateral border and the upper one along with their 
inscriptions have sufiered so much injury that were it not for the perfect 
condition of the engraving in the example to be described next (B. 8), 
the decipherment of the present inscription would have been difiicult. The 
letters of it are more than half an inch high, and of a large Gothic minuscule 
character, relieved white from ofiT a deep black ground. The text is as follows — 

** llmpariliB meritiis ttia penult corpora ramio, 3!)ijnna0^ et ^tmoBBj i menio Umit 
na pt50 Dt0mai9 iBaluatur, 0e0ma0 bero Hampnificatur/' 

The border at the lower part of the design is l J-ths of an hich wide, and runs 
across the whole length of the print. It contains three lines of text, each line being 
separated by a fine white rule from the other. The letters are much smaller and 
finer than are those in the other borders. The inscription in this lower border 

' See also Weigel und Zestermann, " Anf ange,'* vol. i. p. 26, note 9. 

^ " Quant au nom de Dismas nous le donnons sans autre garantie qu*une 
tradition populaire conservee pieusement en Allemagne ' surtout, et qu'expriment 
ces vers leonins du Moyen-Age au sujet de Calvaire — 

" Imparibus meritis pendent tria corpora malis : 
Dismas, Gestasque, in medio sedet ima potestas ; 
Gestas- damnatur, Dismas super astra levatur.** 



' " Au fond cela remonte jusqu'k I'^vangile apocryphe qui porte le nom de 
Nicodeme.*^ (Cahier, le P. Ch., " Caracteristiques des Saints." Paris, 1867. 4to., 
p. 35.) 
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ia* a modified version of the hymn of the Catholi<$ Church, known as the "Ave 
Veram;" it runs as follows : — 

"Ave veru corp" domi nri ihQ xri natii ex maria vir^ne vere passum et 
ymmola // tu in cruce pro homie cui' latus perform vere flexit 8aJ;uie esto michi 
pgustatu mor// tu examie. O dulcis o pie o ihu xre filii marie misere michi qui 
passus es pro me amen.** 

The original hynm is the following — 

" Ave Verum corpus natum 

De Maria Virgine 
Vere passum immolatum 

In cruce pro homine 
Cujus latus perfoi^atum 

Unda flexit et sanguine 
Esto nobis prsgustatum 

Mortis in examine 
O Clemens ! O Pie I 

O Jesu Fili Marise. 

Amen." 

On attentively examining the technical execution of this print, we are 
siruck bj the extreme preponderance of punctiform work over all other kinds of 
manipulathre procedure. It may be said that the entire design, with the excep- 
tion of the foreground, inscriptions, the hair both of men and horses, and certain 
accessories, is vigorously developed by means of systematically arranged dots of 
various magnitudes. In certain parts of the draperies a small amount of lined 
and frayed work is observable, but on the whole the print is as pure an example 
of engraving in the tnaniere criblSe as can readily be seen. Of neatn^, defini- 
tion of the contour foi^ and general incisiveness, it is a prominent example, and 
from the liability to clogging in the inking of lined technic being here at a 
minimum, a clearness and sharpness of impression have resulted which are specially 
noteworthy. These very circumstances, however, along with the preponderance 
of dotted work, have endowed the impression with a rigidity, flatness, and want of 
l^t and shade or chiaro-scuro not less remarkable. 

The designer and engraver of this original plate was not much of an artist in 
the true sense of the word, and but little acquainted with the processes of ordinary 
intaglio engraving ; but he was an experienced and habile craftsman in the gold 
and silversmith^s art, as fiur as that could be turned to account in rivalling the 
effects of the copper-plate engraver. 

Some colour has been applied— chiefly green and brown madder — both to the 
inscriptions and foreground, and to the draperies. Yellow tinges certain of the 
accessories. The madders have flown, or else have yielded to the washing to 
which the print may have been subjected. The green being verdigris, has con- 
tinued permanent. 

The paper on which the impression has been taken is of a very good kind, but 
wi^ rather coarse wire marks. A watermark of a large minuscle Crothic A, from 
the top of which springs a trefoil ornament, may be seen near the lower margin of 
the engraving. 

The example which has just been described has an interesting history. It 
was discovered " pasted on the inside cover of the celebrated vellum copy of the 
Mazarine Bible, formerly Mr. NicoFs of Pall Mall, and was purchased at the sale 
of his collection by Mr. Britton, for Sir John Soane, who afterwards relinquished 
it to Mr. Ottley." (Sale catalogue of Ottley collection, p. 1 26, n. 1 895. London; 
May, 1837.) 

Mr. Ottley in his "Inquiry concerning the Invention of Printing, etc." 
(Berjean's edition. London, 1 863, p. 1 94), Eluding to his acquisition as a marked 
example of*' a mode of finishing engravings in wood,'* observes, " this mode appears 
to have been practised at Mentz amongst other places at an early period of the in- 
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vention of typography. A very fine copy of the Maxarine Bible, as it is called in 
the original binding, late the property of Messrs. G. and W. Nicol, had pasted within 
its covers two very interesting prints of this kind, representing * Christ praying 
in the Garden,* and the ' Crucifixion of Christ between the two thieves,* and it it 
remarkable that of the former print, which is of only half the dimensions of the 
other, two impressions were inserted, a circumstance which I mention because I 
think it proves that these engravings were printed and sold at Mentz contem- 
porarily with the publication of this Bible. I suspect that both these prints and 
some others of the kind that I have seen, may have been engraved by the same 
artizans who were employed by Fust and Schoeffer to engrave the large initial 
letters of the Psalter ; and that the persons who made the designs, though skilful 
in drawing sprigs of foliage, flourishes, and other typographical ornaments, were 
little accustomed to delineate the human figure.** ....** The letters in all these 
inscriptions, although somewhat extravagant in their forms, are cut with great 
ability, and must have been written for the engraver by a well practised caligra« 
phist, perhaps by Schoefier himself.** (Op. cit. p. 194.) 

The present engraving attracted the notice of Dr. Waagen, who thus alludes 
to it in his ^* Treasures of Art in Great Britain ** (Murray*s edition, London, 1 854, 
voL i. p. 287), " The Crucifixion — a rich composition ; the Chrbt with sunken 
head is of what may be called modified Byzantine character • • • • the proportions 
are slender, the forms very meagre but well drawn, the horses, however, wretched. 
The treatment of the flesh parts, the drapery, and the six horses in white dots is 
rery remarkable. From the Netherlandish character of this print, I am inclined 
to consider it of Lower Rhenish origin, and ftom the style, and especially from 
the tolerable purity of the drapery, of about the date of 1450.** 

[I5i y lOjin.] [Partly coloured.] 

;^ B. a 

THE CRUCIFIXION. 

(ORIGINAL, LAST QUARTER OF THE FIFTEENTH CENTURY?). 

GERMANY. 

"HELIOGRAVURE,** by E. Baldus, of a print in the "Collection 
de M^ le B"* Edmond de Rothschild,** at Paris. The original appears 
to be a copy, modified in certain details of composition and of technic, 
of the engraving of the Crucifixion which has just been described 
(B. 7). The variations in the design here present may be seen in the omission of 
the sun and moon, in the demon angel receiving the soul of the bad thief, in the 
symbob of both thieves* souls, in the presence of drops of blood falling from the 
hands of the Crucified. The omission of the scorpion on the pennon of the spear 
held by the centurion, and the substitution for it of a scroll on which is an (inde- 
cipherable) inscription, may also be pointed out Other and less important 
changes of details are also present. 

The error in the perspective drawing of the central Cross previously mentioned 
(p. 79) has been committed here likewise. 

As regards the technical execution of this copy, it may be at once obserred 
that an attempt has been made to displace much of the effect of the craflwork of 
the mere goldsmith engraver, by the substitution of a technic which shall simulate 
in its results those of more ordinary engraving. In B. 7. dotted work is at a 
maximum of extent and effect ; in the print before us it is, if not at a minimnm, 
generally subdued by effects resulting firom lined and frayed work and from the 
manipulations of instruments apparently analogous to the roulette, berceau, cradle 
and toothed chisel of the earlier mezzotint engravers. That such tools or modi- 
fications of them have been employed we think must be evident on examining with 
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a lens the drapery hanging from the left shoulder of the Magdalene (that part of 
her mantle which falls upon the ground) and the body of our Ijord« By the killing 
—if the expression be allowed— of the dotted work at certain parts near the 
contour forms and on the shadow sides, helped by heavy inking, an amount of light 
and shade and of relief has been obtained which is wanting in the flat inartistic, but 
neat mechanical craft work of the other engraving — B. 7. It is true that the 
artistic effects of light and shade in B. 8. are oflen poor enough, nevertheless there 
is shown an endeavour to emerge from the conventional trammels of the mere 
woikman — however perfect his technical ability — into the freedom of the artist 
proper. As fiur indeed as pure punctiform technic, clearness and decision of 
ontUne are concerned, B. 7. has the ,advantage. In respect to drawing and 
inteipretation of forms, some details are better in the first, others in the present 
engraving. The difference of the work in the details of the foreground is very 
marked, and to the advantage of the previous impression — ^B. 7. Some of the 
technical work, such as of the Grosses, e^, is of far superior character in the 
previously described engraving. The letters of the inscription in the lower border 
are heavier in B. 8. than in B. 7. as are also those of' the scrolls. 

[l5f X lOi^in.] [Uncoloured.] 

\ B. 9. 
**ECCE HOMO!" 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

* GERMANY. 

LARGE and striking specimen of early German Art in admirable condi- 
tion. The whole design includes a space 15| inches in height by loj- 
inches in width. Within these limits are included borders of engraved 

text from 2^ inches to 2|. wide. A central space of about a foot high 

and- 4}- inches in width is thus left for the pictorial composition. In the middle 
of this space stands our Lord before an open tomb, and surrounded by the instru« 
ments of the Passion. He is directed towards the right hand. He bends slightly 
at the loins and knees, and the head fiJls slightly forward. The nude body is 
exposed by the opening of the loose mantle in its etitire length, which is secured 
at the neck only by a narrow band. A loin cloth is present ; the hands are 
crossed and tied in firont, and a long narrow palm branch runs firom our Lord*s 
right hand over the right shoulder. A large circular and bordered cruciform 
nimbus, the disc of which is adorned with fine ra3r8, is over Christ^s head, a wreath 
of thorns is around the brow and the hair falls down upon the shoulders. A 
wound is represented on the right side of the chest, and fh>m it blood drops are 
issuing. With the exception of the feet and hands the drawing is fiurly good, 
though the head is large and the features heavy. The wounds firom the nails are 
shown on the backs of the hands and also on the front of the feet. Immediately 
above the nimbus runs the transverse beam of the Cross, on the top of which is a 
tablet bearing the letters I N R I. On the left (to the spectator) above the beam 
18 the symbol of the sun, and on the right hand is that of the moon. Below are 
several of the instruments and other symbols of the Passion which usually accom- 
pany the figure of Christ in representations of the '* Mass of St. Gregory.'* On 
the right by the left shoulder of Christ is ahead reviling or spitting at Him, above 
this head are two staves crossed, below three nails, and latmlly part of a long 
niear. On the other side of our Lord is a colunm, on the capital of which stands 
a cock. Around the shaft runs a thick cord, securing near the top of the column 
a scourge and a rod. By the column rises a forked pole, having at the top a 
sponge. The background on which these symbols and instruments appear is deep 
black sprinkled with white sharp six-rayed stars. Behmd our Lord runs obliquely 
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across the background a shallow open tomb, on a stone at the base of which 
Christ stands. At His feet, and on the right, is His garment, in front of which lie 
three large dice. A few stones and plants are in the immediate foreground. 
Below there is a white border about -^ths of an inch wide, on which is engraved in 
black letters — 

ECCE . HOMO. 

As regards the technic of the engraving, it may be remarked that all the 
usual styles may be observed in it. There is dotted work in the draperies, fore- 
ground, tomb, and column ; lined and frayed work in the body of our Lord, in the 
mantle, and in the several accessories. 

Above the top of the pictorial design run six lines of engraved text, on each 
aide of it thirty lines, aAd below it three. The characters are slender, sharp, 
Gothic minuscules, the top and bottom lines conmiencing with large ornamental D*8. 
The text is in the High German of the time, and relates to ** the fifteen spiritual 
sorrows of our Lord Jesus Christ which He bore hidden in His soul when He 
became acquainted in His Mother*s Womb with all that must happen,** &c 

The text runs as follows — 

{Six top lines), 

IDtM 0Hnt TiHC • xt) • 0eH0tIic|)en tote unH tnedici) I^en un0ei0 

itm 3li»e0u Ipri0te 'ntt tx teiborcen Tini0 3[n Bvntt Btilm* 

ton er belant tn affe0 in muttei In^e unH amn affe Btt in 

0rnem toiffen tuus ttt BOlt ^tat^titn Tianimb er aucf) n^e QeUic^t 

Huicl^ Un mtna^m tmffen tiaran oenencl cri0ten mmst^ tmn 0rc|> an 

Use bami)et)i0leit 0otte0 m Uhsb Xiurct^ 0ine taiiflen alfe minn unTi fteuH Her toeft 

{Lines on the left hand side). 

S>e&er0t toa00Tia0 
er belant in muter 
f pbe alfe0 t (^tn Itt^tn 
Der anHer kDa00 tia 
er aebom toarH Oh 
an BBt^ ntt toett 
mitt iter bitterfceit 
£)er • iii • tDa00 Tier 
Hott Her unatbuU 
Hioen lintielin Hne 
i)eroTie0 in 0pnem 
n^ on i)a00 ermoert 
Der • iiii ♦ tDa00 een 
0terben alfer nar« 
turlici^er unH men* 
at^li^tt nesGun0 
Der • \) • tDa00 too 
er epnen xntnat^tn 
0ac|» Der berHam* 
pt. 0olte toerHen 
Der * tot * tDa00 toan 
er eifnen 0unTier 
0ac|^ lie0 0ci)alie 
beftant er ba00 
nan He mmBt^ 0eib 
Der • bii • tDa00 Tia 
3[utia0 in Dem aber 
e00en Tia0 i^enlio 0< 
aitament empf]?« 
n0 Ha erbarmt e0 em 
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{Lines on the right hand side). 

£)er • tjUi • tBuan Ha 
et 0^ bint alle an 
jsati!) D;e in item 
mH in mnlm Hotcen 
IDtt • i% • 10800 Ti2e 
0c^cnunli€ at^ttttt* 
cf^CEt 0Hne0 bict« 
em iHHf unH tolie0* 
2)er ♦ % * toa00 ttse. 
0ro0e 0unli Her 3[u« 
Hen Ti^ 0ie Tiatten 
an 0otte0 0un J\f* 
e0um Cri0ntm jf 
2)er * id « tDa00 Hie 
flucl^ unH ttntni 
0inec jtin0em in 
Her ?itt 0ine0 fiHe0 
Dei * jcii • tDa0 Ha0« 
et iHHen 0olt in an« 
0e0ic|)t 0ine lieb^ m* 
S)et * xiii , Uuus (uttet 
Ha0 et alfem ep0en 
toillen ab0ttmt unH 
unHettoaif ait^ ein^ 
€0 i)imele0c|)f Hattet0 
Det • xiiii • tDa0 (toillen 
H90 et 0O(tte f^en 
an Hettetlidbe if 
if unH aucf) an {>;« 
Ife allet cteatuten 

(Bottom lines), 

£>et « pD 4 tDa00 Het unHankbetlest 0Hne0 !^e?fi0en lBHe0 Ha0 3[ni 0O« 
Iut?el 0tnet ^ttlUitn mattefl oenanclet unH tsm I>e;ti0e0 btttt 00 an 
manoen xnttust^tn Hetlotn tamiH Ha0 Hett 3[m tDut0f t Han affe0 0^ f^en» 

The print is stained merely with thin colour in the pictorial part and in the 
capital letters of the text Yellow, madder lake, and madder brown have been 
the colours employed. These have either flown from time or the print has been 
washed. 

llSi ^ lOf in.] [Faintly coloured.] 

B. 10. 
SCENES FROM THE LIFE OF CHRIST. 

MIDDLE OF THE FIFTEENTH CENTURY. 
GERMAinr. 

LARGE composition representing seyen events in the Life of our Lord 

after His crucifixion. 

At the lower part of the print at onr left hand comer Christ rises 

from the tomb. Two of the watching soldiers startled from their sleep 

look up in amazement, the third and fourth still slumber. Our Lord has placed 
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His left leg out of the tomb, raises the right hand as in benediction, and holds the 
cross of yictory in the left. A cruciform nimbus with rayed disc is above the 
head, a narrow loin cloth is visible through the large open mantle, confined onlj at 
the neck. The soldiers have morions, gauntlets, shields, spears, staves, and cross- 
bows, one shield is ornamented with fleurs-de-lis. Behind the rock which backs 
the tomb the three Marjs are seen approaching, the Magdalene coming first. 
The nimbus of each Marj is differently ornamented, the nimbus of the central and 
weeping female having a rayed disc. . 

At the lower right hand comer our Lord appears to His Mother, who is seated 
on -a low bench within a Grothic chapel, and has an open book upon her knees. 
She looks towards her Son and raises slightly her joined hands ; an ornamented 
nimbus with rayed disc is above her head. Opposite to her stands Christ, who 
raises His right hand in benediction, and bears the cross of victory in the left. 
A cruciform and rayed nimbus is over His head, the long hair descends to the right 
shoulder, and a loose piece of drapery falls open, exposing the right side of the 
body and arm and the lower part of the right leg. A small belfry or dormer 
window is on the roof of the chapel, and within the latter both a circular and 
narrow round arched window may be seen. The chapel has a tiled roof and stone 
walls. 

To the left of the chapel, and above the scene of the Resurrection, is a garden 
within a wattled fence. Therein, on the left hand, kneels the Magdalene, and 
points with the left hand towards Christ, who stands opposite her and attentively 
regards her. He raises the right hand in benediction, and holds a spade in the 
left. His long hair falls upon the shoulders, the feet and hands only are un- 
covered, a cruciform nimbus with rayed disc is over His head. The sleeves of 
the Magdalene are peculiar. 

Above the scenes of the visit of the three Marys and of the apparition to the 
Magdalene are the appearance of our Lord to Peter ("Simoni,** Luc: xxiv. 
34. ** Cephse,'* CorinUu i. xv. 5), and that on the journey of two of His dis- 
ciples to Emmaus. 

To the left, and immediately above the three Marys, sits St. Peter as if asleep, 
in a rocky hollow surmounted by a tree; his hands are folded on his knees, his head 
drooping forward on his hands. A nimbus with a rayed disc is around his head. 
Our Lord stands before him raising His right hand in benediction, and supporting 
with His left hand the cross and banner t)f victory. To the right are seen journeying 
the two disciples to Emmaus, between whom stands the Lord raising the right 
hand in benediction, and holding in the left hand a long pilgrim's staff. He is here 
clad both in tunic and mantle, and a cap is on His head, above which is a cruci- 
form and rayed nimbus. The pilgrim-disciple most to the right appears about to 
enter a house. He has on a slouched hat and loose mantle, and carries a long staff* 
across the right shoulder. Long hair falls from beneath his cap on to his shbulders. 
A tree which rises from the garden below obscures the lower part of his person. 
The other disciple wears a close small cap, and a sleeved but loose and long 
coat ; he appears as if pondering on the words of our Lord, raising the left hand as 
if in attention and supporting the right one on a short staff*. Li the sky above 
the pilgrims are some clouds, a little less conventional perhaps than is usual in 
prints of the present character. On the extreme right and above the chapel in 
which Christ appears to His Mother, we look into a room of a castellated house. 
In the immediate foreground and to the right lies a dog gnawing a bone. Beyond 
sits a disciple on each side ; he with the slouched hat to the right, the other with 
the close cap on the left. Between them is a circular table, on which is spread a cloth 
bearing a dish and two loaves. The table-cloth is ornamented with fleurs-de-lis. 
Opposite to the spectator and centrally sits Christ clad in mantle and tunic, with 
cap and cruciform nimbus over the head. Our Lord has blessed and broken the 
bread, which He holds before Him on the table. A small circiflar window is above 
the head of the disciple seated on the right. The roof of the mansion is tiled. 
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ftnd on the battlement, between the two ooruer turrets on the perspective plane of 
the bouse, are two small shields witli black grounds, on one of which is a grapnel 
(or a three- branched fish-hook or anchor), and on the other a double A, or a double 
limbed compass or divider, with transverse beam. These marks are in white off 
the black ground, the first one being somewhat like in form to that given bj 
Passavant as occurring on a print in the maniere criblee, representing the Virgin 
on the knee of St. Anne (vol. i. p. 93). Between the wattled fence of the garden, 
the roof of the chapel, and the scenes at Emmaus runs a stream. 

With regard to the technic of this engraving, it may be remarked that all 
varieties of manipulation in the maniire criblee may be seen in it. Small and large 
dotted work is frequent in the draperies, along with lined, hatched, and roulette 
woric ; elsewhere fi*ayed, lined, and mixed work may be observed. The floors of 
both rooms are parqueted or chequered ; the herbage of the foreground and garden 
IS neatly and carefully made out The general drawing is fair, and the expression 
of some £BLcea and figures good ; but some of the hands are poor enough. A double 
line or narrow border encloses the composition. 

The print is in good condition, but has been lined. The paper has the Gothic 
IP for watermark. Colour has been applied throughout. The draperies have 
been tinted with madder lake, many of the accessories with yellow, and the ground 
with green opaque in some parts and transparent in others. 

Waagen refers to the print which has been described, as follows— 

^ With the exception of a few Oothic characteristics the architecture is 
Romanesque. The character of the heads corresponds with those in the oldest 
German woodcuts ; the motives in parts are good and even bold, as, for instance, 
the foreshortening of a soldier ; the execution is careful. From the purity of style 
in the partially painted drapery, which also in this instance has been carelessly 
printed, this plate can scarcely be later than 1450.** (Op. cit. p. 286.) 

[14^ X lOl^in.] [Ck)loured.] 



B. II. 
**SALVATOR MUNDi;' 

(ORIGINAL, LATTER THIRD OF THE FIFTEENTH CENTURY.) 

GERMANY. 

f HIS b the title given to a late class of pictures in which Christ is re- 
presented alone, in the act of benediction, and with the sphere or 
world— often represented as a crystal ball with cross upon it — in His 
hands. This is especially characteristic of the German and Flemish 
Schools. The subject is not usual in Italy." ("History of our Lord," vol. ii. p. 375.) 
A photographic copy of a small print formerly in the Douce collection. In 
the centre of the design stands the Saviour of the world, directed slightly towards 
the left. He raises ^e right hand in benediction, and extends the left, in which 
He supports a globe surmounted by a cross-crosslet. A large cruciform nimbus 
having small rays on the disc above the head is present. The Saviour*s hair is 
long, and falls in waves upon the shoulders. He is draped in a large mantle 
secured at the neck ; it is open over the chest and at the bottom in firont, display- 
ing the bordered tunic beneath it. To the left of our Lord, and between the hand 
raised, in benediction and the border of the print, is a long waved scroll with a 
black ground, and devoid of inscription. The foreground is grassy and flowery* 
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The figure and scroll come dark off a light background. The design is enclosed 
within a border formed of two black lines, having between them a line of white 
dots on a black ground. On the drapery, dotted work and lined batching have been 
employed, and small punctiform technic with larger white intagliations has been 
used to develop the foreground. The drawing and work are care^ the drapery 
well cast 

[3 X 2| in.] P^ot coloured.] 



B. 12. 

THE ARCHANGEL MICHAEL. 

(ORIGINAL, LATTER THIRD OF THE FIFTEENTH CENTURY ?). 

FRANCE (?). 

COPY by J. Fh. Beijean of a rare print in the library of the Arsenal 
at Paris. The design represents the Archangel Michael as con- 
queror over the Demon-dragon. St. Michael stands in the middle of 

a vaulted chamber, having beneath his feet the demon-dragon. The 

Archangel is winged and clad in a rich and sleeved mantle, fitting closely about 
the chest and waist. A long and flowing sash or band passes around his neck, is 
crossed in front over the chest, encircles the waist, and has its long ends fluttering 
forth from St. Michael's right side. He has a fair and youthful face, a star is upon 
the brow, and the curled hair falls upon the shoulders. The angel raises his right 
arm, the hand bearing alofl a straight two-edged sword. He looks down on the 
dragon as if about to strike him with it In his lefl hand is a spear bearing a 
cross and the banner of victory at its upper extremity. The long and ornamental 
banner floats over the head of the Archangel as if to serve as a head-dress. 
The right leg is advanced, and presses down with its foot the body of the dragon. 
From beneath the iBet and drapery of St. Michael emerges, on the left hand, the 
head of the demon, bearded and with quasi-human features. On the other side 
of the feet and mantle of the conqueror the curved up tail of the dragon makes 
its exit. The floor of the chamber on which the figures are placed is parqueted 
or chequered in white off* a black ground, having long white lines running in an 
oblique manner through opposite angles of the squares in each row ; of which rows 
there are five. The background is formed of the wall of the chamber, made of 
large, bblong, black stones dotted white. The courses and joints of the stones 
are strongly marked in white. On this wall is part of a Gothic window on each 
side of the angel. These windows have latticed or smaU lozenge glazings. 
Above the head of the Archangel is the lower part of a larger Gothic window 
having a central rose, but part of which only can be seen. A narrow arch passes 
over the central window and meets the edge of the design at the top ; it is sup- 
ported on each side by a narrow pier having a projecting base. Between these 
bases runs a narrow black border, having the following inscription on it in white, 
half Gk)thic, half Roman characters — 

" Archangele . deu . michael. Pt ora . p. nobis.'* 

The design which has been described measures rather better than 6|^ inches 
high by 4^ inches wide. It is included in a plain white border |-ths of an inch wide, 
outside of which is an engraved ornamental framework or border nearly an inch 
in width. The ground of this decorative frame is black ; at each angle is the 
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symbol of one of the Evangelists in a circular medallion, having an inscribed scroll 
at the lower part. Between the medallions runs a broad and sinuous line of con- 
ventional white clouds, having beside them white six-rajed stars. 

Though there are not any fleur-de-lis ornaments in this design, the general 
character and action of the figure lead to the suspicion that this print may be of 
French origin. One acquainted with Japanese designs cannot fail of being struck 
with the feeling therein displayed and that pervading the figure before us. 

[9r X 7 1 in.] [Uncoloured.] 



B. 13, 
THE '* MADONNA IN GLORIA." 

(ORIGINAL, SECOND HALF OF THE FIFTEENTH CENTURY.) 

GERMANY. 

^HE Italians distinguish between the Madonna in trono and the Madonna 
in Gloria, When human beings, however sainted and exalted, were 
admitted within the margin of the picture, the divine dignity of the 
Virgin as Madre di Dio was often expressed bj elevating her wholly 
above the earth, and placing her ' in regions mild of calm and serene an:,* with the 
crescent or the rainbow under her feet. This is styled a ' Madonna in Gloria.' It 
is in fact a return to the antique conception of the enthroned Redeemer seated on 
a rainbow, sustained by the ' curled clouds,' and encircled by a glory of cherubim. 
The aureole of light within which the glorified Madonna and her Child, when in a 
standing position, are often placed, is of an oblong form, called from its shape the 
mandorlay * the almond.' " (** Legends of the Madonna," p. 8 1.) 

A photographic copy of a print formerly in the Douce collection. 

The Blessed Virgin surrounded by an aureole and with a richly ornamented 
nimbus over her head stands on the crescent moon. A very ftill mantle en- 
velops her and falls in massive folds below, hiding everything except the horns 
of the crescent. She inclines the head downwards to her infant Son, whose face 
18 raised to meet the left cheek of His mother, while He puts up the left hand to 
touch His mother's chm. The Virgin tenderly supports her Child with both 
hands. 

The background is delicately yet richly enfloriated. At the left hand lower 
comer is a shield, the bearings on which cannot be interpreted. The technic of 
the drapery is of punctiform character, the lining of the mantle being worked out 
with large dots. The faces and hands are very coarsely executed in a mixed kind 
of work. The design and execution of the floriated background leave little to be 
desired, except a more careful inking and printing of certain portions. The little 
four-leaved flowers and the delicate branches are tenderly worked out in white off 
the dark ground. The general cast of the drapery is good. There is the mark 
of a hole (in the original) at the bottom of the impression. 

[5i X 4j m.] [Uncoloured.] 
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B. 14. 
THE PURIFICATION. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 
GERMANY. 

PHOTOGRAPHIC copy of tf small print formerly in the Douce col- 
lection. 

At a low altar beneath a castellated architectural canopy stands 
the Priest (?) in front, receiving the infant Saviour from the hands of 
an attendant who accompanies the Virgin Mother. The latter stands on the 
opposite side of the altar to the Priest, and offers with her right hand a basket 
containing two doves. 

''Postquam impleti sunt dies purgationis ejus — ^tulerunt ilium in Jerusalem ut 
sisterent eum Domino — et ut darent hostiam secundum quod dictum est in lege 
Domini, par turturum aut duos puUos columbarum.** (Luc : iL 22.) 

It may be, however, that the figures we have described as the Priest and as 
an attendant are intended for Simeon and Anna, the former raising his head to- 
wards on high, exclaiming — 

'* Nunc dimittis servum tuum Domine, secundum verbum tuum, in pace 
^ Quia viderunt oculi mei salutare tuum,** etc (Luc : ii. 29.) 

By the side of the male figure hangs either a dagger or that which may repre- 
sent the knife for circumcision. 

The Virgin Mother is clothed from head to foot in a loose mantle, a nimbus 
with rayed disc is over her head. The fenude attendant or Anna behind the 
Priest has on a large turban. 

The actions of the Virgin and the Priest are easy and natural, but the infant 
Saviour is very badly designed, the head is more that of an old man than of a 
child, and out of all proportion to the body. 

The general design is enclosed within a border having a black ground, over 
which runs a line of conventional white clouds. The background behind the 
altar is deep black, from which three of the figures are relieved in white. Dotted 
technic may be seen in the mantle of the Virgin and the head-dress of the Priest, 
roulette-like hatching in the coat of the latter and lined work elsewhere. 

[2| X If in.] [Uncoloured.] 
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B. 15- 
THE DEATH, ETC. OF THE VIRGIN. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 
GERMANY. 

PHOTOGRAPHIC copj of a large print formerly in the possession 

of Henry Huth, Esq. 

The legend of the Death and Assumption of the Virgin has afforded 

the artist seven distinct scenes for representation. Of these, three are 
here represented, viz. the Death of the Virgin, her Assumption into Heaven, and 
her Coronation there by the Father and the Son. 

Ut The Death of the Virgin. 

At the lower half of the general composition the Blessed Virgin lies on a bed 
which is separated from the rest of the design by a curtain of many narrow and 
straight folds dependent from three rods above. Her head, resting on two pillows, is 
on our left hand, from whence her recumbent action is directed obliquely downwards 
towards the right. A nimbus with rayed disc is over her head, which latter is grace- 
fully draped with a light cloth, one end of which droops beneath the chin and over 
the chest, the entire &ce being exposed. The arms are crossed outside the cover- 
let over tlie abdomen ; the coverlet not being drawn up higher than the bottom of 
the chest, the exposed portion of the latter with the arms appears clad in a close- 
fitting tunic. The drapery of the couch has numerous folds which are decorated 
with white fleurs-de-lis. 

Around the bed are the eleven disciples, those in front of the bed kneel, those on 
the other side are standing. At the h&dA of the bed, by the pillow of Mary, stands 
on the distant side, St. John. He looks down with gentle sorrow on the meek 
countenance of the Virgin, and takes from her right hand the shining palm branch 
which he is to bear before at the time of her burial. St. John holds in his right 
hand alighted taper. A nimbus with rayed disc is over the youthful head of St 
John, and a close-fitting tunic over the body. Next to him stands St. Peter (?), 
raising a %hted candle in his left hand and resting his right hand on an open book. 
'' A large ornamental nimbus is over his head, which is bald in front with the excep- 
tion of a single lock of hair upon the brow. Next to St. Peter stands a disciple 
with a nimbus, the disc of which is rayed, and having a close-fitting head-dress and 
tunic bound round the waist with a girdle. His hands are raised and joined over the 
chest. A fourth disciple stands with joined hands which proceed firom beneath 
the cape of a loose cloak. His nimbus has a rayed disc. A fiith follows holding 
up a censer. Immediately before him, and kneeling at the ^t of the bed, is tk 
disciple whose head is somewhat after the conventional type often given to St 
Peter. He raises the left to his chin to support his head while he looks intently 
towards the Virgin. The mantle is partly open in front, exposing the tunic beneath 
it In fit>nt is a seventh disciple, kneeling with one knee, or as if rising firom a 
kneeling position. He holds up with both hands an open book. The nimbus has 
an ornamented border and rayed disc ; the mantle is flowing and decorated with 
six -rayed stars. The next figure, in rather close-fitting garment, with a girdle at 
the waist, kneels on both knees, raising before him his joined hands. Next to him 
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is a disciple kneeling on one knee and resting his arms on the other knee before 
him. He has on a loose and flowing mantle decorated with six-rayed stars. The 
nimbus has an ornamented border as well as a rayed disc. This disciple is tnmed 
immediately towards the next and opposite person to him, rather than towards the 
Vi#gin. This opposite one appears as if sitting on the ground and holds in his 
hands an open book. The next and last figure stands at the head of the bed, by 
its side, and turns towards the back of the sitting figure with the book. He raines 
the joined hands close to the nimbus over the head of the sitting figure. It may be 
observed that all the five figures in front of the bed appear as if joining in a 
religious service rather than as directing their immediate attention to the Holy 
Virgin on the couch. 

2nd, The Assumption, 

Immediately above the head of St. Peter, and with her feet upon the top of the 
curtain, stands the Blessed Virgin in an oval aureole of radiant glory and with 
nimbus on her head, about to be conveyed to heaven by attendant angel^as she 
rises triumphant and glorious '^ like unto the morning ** Q^ quasi aurora consur^ens^^ 
Cant. vi. 9). 

Her long hair waves down to the elbows, her hands are clasped together before 
her chest, a loose mantle is slightly open in front, allowing the tunic underneath 
to be perceived. On each side at her feet, is an angel supporting her dress. Above 
them are angels floating with loose mantles in the starry heaven, and as if supporting 
her by the aureole of glory as she ascends. On the right hand of one of the angels 
of the aureole is an angel playing a harp, above whom is another one playing a 
mandolin. To the left of the other angel of the aureole stands the incredulous 
St. Thomas, to whom an angel from above is presenting the girdle of the Virgin. 

" In early art, particularly in the Gothic sculpture, two or more of these sub- 
jects are generally grouped together. Sometimes we have the death scene and the 
entombment on a line below, and above thefie the Coronation or the Assumption, 
as over the portal of Notre Dame at Paris, and in many other instances ; or we have 
first her Death, above this her Assumption, and above all her Coronation, as over 
the portal at Amiens and elsewhere. 

*•'' In the Assumption properly so called, we have the moment wherein the soul 
of the Virgin is reunited to her body, which at the command of Christ rises up 
from the tomb. 

'* Of all the themes of Sacred Art there is not one more complete and beau** 
tiful than this in what it represents and in what it suggests. Earth and its sorrows, 
death and the grave are left below, and the pure spirit of the Mother again 
clothed in its unspotted tabernacle, surrounded by angelic harmonies, and sustained 
by wings of cherubim and seraphim, soars upwards to meet her Son, and to be re- 
united to Him for ever." (" Legends of the Madonna,*' pp. 333, 341.) 

For the proper understanding of the various scenes connected with the death, 
&c., of the Virgin, and their peculiar treatment by the masters of the earlier 
schools, it is necessary that the old apocryphal legend connected with them be 
studied. '* Although the very curious and extravagant details of this legend were 
not authorized by the Church as matters of fact or faith, it is clear that the artists 
were permitted thence to derive their materials and their imagery." ("Legends of 
the Madonna," pp. 330.) From this legend it would be beyond our purpose to 
quote more than the following explanation of the story relating to St. Thomas, 
on the occasion of the Assumption — 

'* One among the apostles was absent; and when he arrived soon afler, he would 
not believe in the resurrection of the Virgin, and this apostle was the same 
Thomas who had formerly been slow to believe in the resurrection of the Lord ; 
and he desired that the tomb should be opened before him. Then Thomas, lookin<^ 
up to heaven, beheld the Virgin bodily in a glory of light slowly mounting towards 
heaven, and she, for the assurance of his fisiith, flung down to him her -girdle, the 
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same which is to this daj preserved in the cathedral of Prato.'* (" Legends of the 
Madonna," p. 333-) 

2rd, The Coronation, 

The starry heavens through which ascends on high the Virgin, are bordered 
above by a semicircle (irregular) of conventional clouds, by which a third and 
uppermost division of the print is left for the subject of the Coronation. Above 
the clouds and on a low throne sits the Blessed Virgin. On her right hand sits the 
Son, on her left the Father, and these place with their hands a crown upon the 
head of the Virgin Mother. Above this crown is seated the Holy Ghost in the 
form of a Dove with outspread wings. 

The Virgin is clothed in a loose mantle and tunic, and joins her hands before 
her on the chest. Her hair waves down below the shoulders. As God the Father 
places with the right hand the crown upon the Virgin*s head. He lifts the left 
hand as in benediction. On the Father's head is a decorated open crown, around 
which is a large nimbus with a rayed disc. Over the head of the Son is a cruciform 
and rayed nimbus ; with the left hand He places the crown on the head of His 
Mother, and with the right hand holds an imperial orb surmounted with a cross on 
his knees. The Father and Son are draped in large flowing mantles somewhat 
open in front, displaying the sleeved tunics beneath. A circular and rayed nimbus 
surrounds the head of the Dove above the Virgin's crown. Behind the back of 
the throne, on each side, stand three adoring angels, behind whom is a heaven of 
stars. 

** Thus in highest Heaven, yet not out of sight of earth, in beatitude past 
utterance, in blessed fruition of all that faith creates and love desires, amid- angel 
hymns and starry glories ends the pictured life of Mart, Mother of our Lord." 
, . . . " Like her Son, she has ascended into glory by the dim portal of the graves 
and entered into felicity by the path of pain. Her Son, next to whom she has taken 
her seat, has himself wiped the tears from her eyes and set the resplendent crown 
upon her head ; the Father blesses her, the Holy Spirit bears witness. Cherubim 
and seraphim welcome her and salute her as their queen — 

* At their joy 
And carol smiles the Lovely one of Heaven, 
That joy is in the eyes of aJl the blest.' " 

(** Legends of the Madonna," p. 353 ) 

The general design which has been described is enclosed in a decorative frame^ 
work or border having circular medallions at each angle and in the middle of the 
borders. Between this ornamental border and the pictorial composition is a 
narrow white space. The composition measures nearly lo|- inches in height by 
7|> inches wide. The white space next to it is |^ths of an inch wide, and the sur- 
rounding decorative framework is if ths of an inch wide. 

The medallions at the angles contain the emblematic figures of the Apostles 
with scrolls, those in the middle of the borders, the figures of the four Latin Fathers 
of the Church, viz. St. Gregory on the left, St. Jerome on the right, St. Augustine 
above, and St. Ambrose below. Between these medaUions runs a sinuous line of 
clouds having rays and stars within the curvatures. A narrow dotted border 
runs inside and outside the decorative framework. 

The technical execution of this engraving is of varied character. The drapery 
of the Virgin and of five of the disciples in the lower division is of pure punctiform 
kind. Other draperies are lined, frayed, and worked out in white stars from a 
ground hatched as in the roulette manner. 

The couch is lined and decorated with fleurs-de-lis in white, the under pillow 
with lai^e rosettes and stars. The faces and hands are scarcely worked on at all ; 
with the exception of the hair and beards, the general forms and features only 
are indicated. The floor of the Death scene b chequered in black and white. 
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Above in the Assumption dotted work with roulette hatching prevails in the 
draperies, the background being deep black covered with white stars and small 
horizontal white lines. 

In the Coronation scene the entire dress of the Virgin and the tunics of the 
Father and the Son are of pure punctiform character. The mantles of the latter 
are worked out with large white dots on roulette' hatching. The background is 
starry and lined as in the scene of the Assumption. 

The original print of the photographic copy now described was, along with 
another engravrag ("Mass of St. Gregory," to be afterwards notjced), fixed inside 
the covers of a "Biblia sacra Latina," NurembergisB, Coberger, 1478, which 
was included in the sale of the Perkins' Library in 1873. This Bible was pur- 
chased by Messrs. Ellis and White of New Bond Street, by whose directions 
the prints were detached, cleaned, and copied, the originals afterwards passing into 
the possession of a well-known bibliophile, Henry Uuth, Esq. By permission 
of the latter, copies of both prints were given by the present writer in the second 
edition of his " Introduction to the Study and Collection of Ancient Prints,** 
London, 1877, vol. ii. 

[131^ X 10 in.] [Uncoloui^.] 



B. 16. 
SAINT ANDREW. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 

GERMANY. 

{Apostle, Mart. •{« 67 a/ Pairas.) 

PHOTOGRAPHIC copy of a print formerly in the Douce collection. 
St. Andrew stands in the centre of the composition, beneath a 

battlemented Gothic canopy of a highly decorative kind. 

The Apostle is directed somewhat towards our right hand, inclin- 
ing the head very slightly over his left, shoulder. An ornamented nimbus with 
rayed disc is over his head, the latter being clothed with thick hair fidling over the 
shoulders ; from the face descends a copious beard divided down the centrd aft;er 
the custom of the Nazarites. A mantle covers the shoulders and arms, descending 
on each side to a level with the knees ; it is quite open in front, disclosing the whole 
length of the tunic from the neck collar to the heavy folds which fall upon the 
gfoi^pd, and from which three toes of the right foot may be seen protruding. The 
jS^£iai;ms are raised and the hands brought forward above the waist to support a 
large cross — crux decussata — the limbs of which decussate over the waist girdle of 
the figure, and reach to the angles of the canopy above and below to the bases of the 
hinder columns. 

The canopy is supported in front by clustered columns which bound the ex- 
tent of the design on each side, and behind by two single columns, frt>m which 
spring decorated groined arches, forming the vaulted roof of the canopy. The 
background below the canopy and behind the Apostle is covered with a very rich 
arabesque design of leaves and flowers, the larger leaf stalks of which twine up the 
hinder columns, from the bases to the capitals. The foreground is composed of 
squares in perspective, containing quatrefoils' within a circle, which are repeated 
as ornaments in the angles of the upper part of the canopy. 

Both the design and technical execution of this print are of superior character. 
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Eyerything is clearly defined, is in right balance, and the drawing of the forms is 
precise and careful. The drapery is worked out with large punctations and rou- 
lette hatching, as well as with parallel oblique lines. The shadows of the folds 
are strongly marked,'and the indications of the lining carefully preserved, as are 
also those of the narrow ornamented borders of the mantle and tunic. The exe- 
cution of the foreground in delicate white lines on a deep black ground is particu- 
larly careiuL The work on the Cross consists of delicate parallel lines and of 
small dots on the perspective edges. Dotted technic may be seen on the battle- 
mented top of the canopy. The careful drawing of the head and nimbus, of the 
folds of the drapery, though nicked and angular, shows that the artist was not of 
the ordinary kind. 

[9|: X 6|- ia] [Uncoloured.] 



B. 17. 
SAINT ANTHONY. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 

GERMANY. 

(Hermit- Saint. •[• 356 in the Thehan Desert) 

PHOTOGRAPHIC copy of a print in the possession of Baron Edmond 
de Rothschild. 

St. Anthony, founder and abbot of the Order of the " Hermits of 
the Desert," from which sprang monachism, stands in the middle of 
the print directed in action towards the right. An ornamented nimbus is around 
his head, the latter being covered by a close-fitting cap. He has on a cowled 
mantle open in front, displaying the tunics beneath, from which protrude the bare 
feet. The full beard descends on the cape of the mantle in front ; around the waist 
is a girdle to which a book or Ian thorn (?) is attached. The Saint holds in his 
left hand a flaming torch, at the bottom of which hangs a bell. With the right 
hand and shoulder he supports a long stafi* surmounted at the top with a tau 
cross. Near the left foot of the Saint a little pig jumps up towards him. The 
foreground is grassy and flowery, the background a rich mass of flowers, leaves, 
and convoluted stalks. 

The greater part of the drapery is worked out in dots. In front of the outer 
tunic runs a long strip, in which roulette hatching has been had recourse to. The 
disc of the nimbus is deep black, as are also the fore and backgrounds, over which 
Uie flowers and other ornaments are distributed in white. 

In connection with St. Anthony and his attributes, see D. 74. D. 93. 

[7f X 5 in.] [Uncoloured.] 
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B. 1 8. 
SAINT BERNHARDINO OF SIENA. 

(ORIGINAL, 1474.) 
(Founder of the Order of the Obeervants; b. 1380. + 1444-) 

LITHOGRAPHIC copy of a unique print in the Royal Library at 

Paris. 

On a raised dais with a low balustrade behind stands the Saint 

as if addressing an auditory. He looks towards the left of the spec- 
tator. Both arms are forcibly outstretched to above the head, over which is a de- 
corated and rayed nimbus. In his right hand the Saint holds up a large and 
bordered disc, on which is the sacred cipher IHS within a circle surrounded by a 
radiant glory. The upright limb of the H of the cipher is converted into a cross 
by the addition at the top of a transverse bar.^ In the left hand is an oblong tablet 
or box, on the front of which are the words— 

(DiHet Uitf Hulce no [nomen] 

and over the Saint*8 head a waved scroll, having inscribed on it — 

i If a dtp 0it t Qr ms 

[Ihesus semper sit in ore meo] 

Behind the Saint at the level of his waist runs transversely a straight scroll, on 
which are the words — 

ftanct* bitamin* 

St Bemhardino is dressed in a monk's scanty sleeved and hooded tunic bound 
roimd the waist with a rope girdle. On his feet are open slippers of skin, a slight 
beard is present, but the head is shaven. The dais on which the Saint stands has 
a mosaic or tesselated appearance, the lines of which run back in perspective. Be- 
low the dais is a broad border, on which are five lines of inscription, viz. — 

^ 0pleniiot * punidtie ♦ ^elatot • paupmati0 • a . 
matoi • iimocentie « cultor ♦ tiir0iiiitatii9 ♦ Ituma « 
tor « eapiemie « protectot ♦ beritatto • ante • tixo 
nvaa • ftiloinum • eteme . niaae0tati0 « para • * 
nobi0 « aimititm « Hitiine * pietatto • amen • iSift « 

In a narrow border below the above inscription runs a leaf-like ornament, and 
enclosing the whole is a decorative framework j-ths of an inch wide, having circular 

' " The cipher or monogram diffused by St. Bernard, lost afterwards the Gothic 
form of its letters, and was otherwise modified by artists. Towards the end of the 
XVI*. century three nails were added below the central letter. This constitutes 
the f jrm most generally adopted at the present day, and which has been imiver- 
sally spread abroad by the Company of Jesus, of which society it constitutes the 
arms.'* (" Cahier," vol. i. p. 97.) 
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medallioiis containing the symbols of the Evangelists with scrolls at the angles and 
between them a sinuous line of clouds and stars. 

An the inscriptions come white off a black ground. The drapery of the Saint 
and the dais are worked out in pnnctations, elsewhere lined work may be seen. 
The ground of the framework is deep black, from which the ornamentation comes 
off white. 

Colour has been resorted to. The Saint*s name behind him, the cipher and 
glory, nimbus and tablet, as also part of the dais, are yellow. The initial S in the 
transverse scroll is green, as is also part of the ground of the dais. The wings of 
the symbols of the Evangelist are green and the bodies of two are yellow. Madder 
lake has been implied to the conventional clouds of the frame. 

Below the engraving is the following memorandum in MS. — 

" No. 8. 

'* Facsimile du St. Bernard de 1454, estampe grav^e en bois, et unique, dans 
la Biblioth^ue du Roi it Paris. Tirde i, vingt-cinq ^preuves seulement.** 

The subject intended to be iUustrated in the present composition is generally 
assumed to be that of St. Bernhardino preaching at Bologna against card playing, 
when he preached *' so forcibly that his hearers made a fire in the public place, and 
threw their cards into it. A card-maker who was present, and heard the. denuncia- 
tions even against those persons who supplied the obnoxious article, exclaimed, * I 
have not learned, father, any other business than that of painting cards, aod if you 
deprive me of that, you deprive me of life, and my destitute fiimily of the means of 
earning a subsistence.* To this appeal the Saint replied, * If you don't know what 
to paint, paint this figure, and you will never have cause to repent having done so.* 
Thus saying he took a tablet and drew on it the figure of a radiant sun having in 
the centre the sacred cipher I H S.** (" A Descriptive Catalogue of Playing and 
other Cards in the British Museum,** 1876-77, p. 26.) 

The original of the present copy is a work of particular interest, since it is not 
only *' one of the rudest of all rude performances,** but has on it the earliest date 
known as yet to occur on a print in the maniere criblie. But what is that date f 
It has been read as 1414, 1454, and 1474! The present writer reads it as 

1474. 

The print has been considered to have been the work of the same artist who 
produced the well-known engraving of the Madonna and Child in the Paris Cabinet, 
and on which the supposed inscription ** Bemhardinus Milnet ** has been read. 
Some have concluded also ^ the St. Bernard to be a French production as well 
from the French termination of the artist's surname [in the Madonna and Child 
print] as from his Christian name of Bernard [in the same print], which belongs to 
a native Saint of France among the most honoured in that country.** (** North 
British Review,** voL vi. p. 148, 1857.) 

But rude as the ^ St. Bernhardino of Siena** print is, there is not any valid 
reason for maintaining it to have been one of the earliest examples of its kind ; 
mere rudeness is not necessarily a sign of antiquity, especially when standing in the 
face of the probable date of 1474. Secondly, there cannot be much doubt that the 
Madonna and Child and the Sanctus Bemhardinus are not by the same engraver. 
Thirdly, the illustrious FV6nch Saint was St. Bernard of Clairvaux, a Cistercian, 
and not St. Bernard of Siena, so that not any necessary connection need exist be- 
tween the '* Bemhardinus Milnet** and the ^Sanctus Bemardinus,** quoad the 
name of Bemhard. 

^^ The print of the St. Bernard was discovered about the year 1800 in the en- 
virons of Mayence by M. Maugerad, then commissary for the French Government 
in the departments beyond the Rhine.** (^* North British Review,** ut antea,} 

l9i X 6|. in.] [Coloured.] 
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B. 19. 
SAINT BERNHARDINO OF SIENA. 

(ORIGINAL, 1474.) 

LITHOGRAPHIC copy of a unique print in the Royal Library at 
Paris. A duplicate of the example which has just been described. 

The present copy is uncoloured and has on it the following memo* 
randum in MS. — 

"No. 22. 

*' Facsimile of the unique wood-cut of St. Bemhardih bearing the date of 1454^ 
in the Royal Library at Paris. Lithographed at Paris in Nov. 1 8 1 9, at my request, 
under the kind superintendence of the late M. Yanpraet Only 25 impressions 
taken. N. H.'' 

[9t ^ ^f ™0 [Uncoloured.] 

-^ B. 20. 

SAINT CHRISTOPHER. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

LOWER RHINE. 

(Martyr. ^ 254.) 

(No. 355, Wbigbl.) 

^T. CHRISTOPHER, somewhat stooping and with face directed towards 
the right of the spectator, bears on his right shoulder the youthful 
Saviour across a stream, which runs nearly straight from the middle 

distance down the centre of the composition. The Saint as he wades* 

through the water supports himself on a long tree-stem, the top of which is forked 
and leafless, but along which are the bases of numerous cut off branches. The 
Saint grasps with his lefl hand the stem immediately below its bifurcation, and 
with the right seizes it at above the level of the left knee. St. Christopher 
supports himself on his left leg and raises the right one nearly out of the water. 
He is clad in a mantle and short tunic, the latter stops at the knees, while the 
former appears to touch the water, which curls around the left leg and over the 
riglit foot. The Saint^s head is covered at the top by the mantle, from beneath 
which desc^ids thick curly hair. Above, on the Saint*s right shoulder and directed 
in action towards the lefl of the spectator, sits the youthful Christ. Above His 
head is a cruciform nimbus with rayed disc ; He holds in the lefl hand the imperial 
orb, surmounted with the cross and banner of victory ; the lefl hand is raised as in 
the act of benediction. The right leg of the Saviour, covered with His mantle, 
hangs over the Saint^s right shoulder, the toes projecting from beneath the edge of 
the mantle, and meeting the thick and curled hair of the Saint as it lies upon his 
shoulder. 

On the lefl bank of the stream stands the Hermit, holding up a lanthom in his 
lefl hand and resting with the right hand on a stick. Above him and at the 
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summit of the bank are a church, castle, and trees. On the opposite bank of the 
river are half-length figures of two monks, above whom are some buildings ; below 
the monks and quite at the bottom of the design a fox (?) crouches on the grass 
with Ids face directed towards the Saint. At the upper right hand comer of the 
sky the clouds open, emitting rays of light which descend towards our Lord and 
St. Christopher. 

The banks of the stream are formed of grass j flowery steps rising one above 
the other ; some grass lies also in the immediate foreground. Below the feet of 
the Hermit is a large strawberry plant. 

The general design and work are of a careful but conventional character. 
The mantle of the Saint, of one of the monks, and some parts of the ground and 
buildings are of punctiform technic ; roulette hatching is present in die dress of 
the Hermit, lined and frayed work are observable elsewhere. The various faces 
are but little worked on beyond the contour forms and more general markings ; 
which are yet decisive and expressive. The countenances of the infant Saviour, 
Saint and Hermit are of heavy and rather aged character. The Saint exhibits, 
however, very characteristically his feeling of the weight of the burthen he carries. 
The markings of the muscles, joints, &c. of St. Christopher are positive and hard. 

Colour has been applied. The mantles are pale red ; the tunic of St. Christopher, 
the nimbus and hair of the Saviour, portions of the background, buildings, &c. 
are yellow ; the grass, flowers and tree-stem are green. A narrow black border 
encloses the design. 

This example was formerly in the Weigel Cabinet. Weigel remarks concern- 
ing it, '' From the character of the folds of the drapery, and from the naturalistic 
manner in which the sky is treated, the print would appear to belong to the years 
1460-1475. The mode of colouring points towards the neighbourhood of 
Cologne. The watermark of the firm paper is a circle.** 

[10 J X 7+ in.] [Coloured.] 



B. 21. 
SAINT CHRISTOPHER. 

(ORIGINAL, LATTER THIRD OP THE FIFTEENTH CENTURY.) 

GERMANY. 
(Martyr. + 254.) 

PHOTOGRAPHIC copy of a print formerly in the collection of 

Mr. Douce. 

St. Christopher bearing the infant Christ on his right shoulder 

advances towards the right hand of the spectator through a stream, 

Ihe water of which rises to the calves of the Saint's legs. He grasps a tree-stem 
with his left hand, and with his right one supports the right foot of the infant 
Christ. The tree- stem has two-leafed branches at the top, and the bases of some 
lopped off branches along its sides. Both mantle and tunic of St. Christopher are 
raised above the knees ; the end of the former flying out at the Saint's right side. 
His hair is thick and wavy. The infant Saviour on the Saint's right shoulder is 
directed in action towards our right. The head is slightly inclined over the right 
shoulder, the look is directed upwards, and the left hand raised as in the act of 
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benediction immediatelj above the bead of the Saint. Christ seems to take bold 
with His right band of the Saint*8 hair. A cruciform nimbus with rayed disc is 
over the head of the former, who is clad in a close-fitting tunic. The water 
through which St. Christopher is wading arises by a verjr narrow stream, from a 
source or spring in the middle of the bank on the left side of the composition In 
the stream below are s<»me fishes. Above the source and at the top of the rock j 
bank are two trees with conical masses of fbliage of difierent characters. On the 
top of the bank opposite is a chapel, below which stands the Hermit with lanthom 
in the left hand ; before the Hermit is a wattled fence and boarded gateway. The 
foreground and banks are flowery and grassy. The background is plain. Over 
the head of the Saviour is a waved scroll with black ground, on which in white 
Gothic letters is inscribed — 

(tc « fmn * niunt)<« tBt « tibi — pH 

The pictorial design is contained within an ornamental fi-amework extending 
nearly an inch beyond the former. The ornamentation consists of sinuous ara- 
besques of stems, leaves, and flowers. 

Both design and technic of this print are heavy and coarse, yet exception may 
be made in favour of the border, which is well and synmietrically drawn, though 
its ornamentation be large in proportion to the interior composition. All the 
draperies, ground, banks, and tiie lower limbs of St. Christopher are in dotted 
work ; some lined and cross-hatched work may be seen by the folds of the drapery 
and elsewhere. The large staring eyes of both the figures, and the ba^ drawing 
of the hands of the infant Christ, strike one directly. The pearly flowers on the 
foreground and banks have been delicately and carefully executed, as also the 
foliage on the stem which supports St. Christopher. 

[9 X 6J-in.] ^ LUncoloured.] 



B. 22. 

SAINT CHRISTOPHER. 

(ORIGINAL, LATTER THIRD OP THE FIFTEENTH CENTURY.) 

GERMANY. 
(Martyr. •{• 254.) 

PHOTOGRAPHIC copy of a small print formerly in the Douce col- 
lection. 

St. Christopher stands in the middle of the composition and wades 
through a stream, directing his steps towards the left of the spectator. 
His head inclines over his right shoulder, and he grasps the leafy top of a slender 
tree-stem with the left hand and its middle part with the right one. He is clad in 
a mantle and tunic which reach only to the knees. His hair waves over the shoulders, 
his countenance seems to indicate the heaviness of the burthen which he bears, for 
on his right shoulder sits the infant Saviour kden with the sins of the world. Over 
the head of the latter is a nimbus with rayed disc ; He is clad in sleeved tunic, raises 
the right hand above the head of St Christopher in the act of benediction, and in 
the left hand holds an imperial orb surmounted with a cross. Christ directs His 
look and action towards the right of the spectator. On the bank to the left of 
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the latter if the Hermit with knthcmi, and above him a tree — on the oppomte bank 
at the middle is also a tree. A black border encloses the composition. Dotted 
work with hatching maj be seen in the draperies, banks, and foreground. 

[If X If in.] [Uncoloured.] 



B. 23. 
X SAINT FRANCIS OF ASSISL 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

(Founder of the Franciscan Order of Mendicant Friars^ 9r " Cordeliersy 

•{• 1226.) 

[N the foreground of a rich flowery and toxnewhat rocky landscape 
kneels the '^ seraphic ** St. Francis, in action directed towards the left 
of the spectator. He is clad in the Franciscan habit, the cowl of which 
is down, and he has the knotted hempen cord around his waist. The 
bead is shaven, over it is a nimbus with rayed disc and ornamental border. 
Above the Saint and towards the left hovers the mystic seraph under the assumed 
figure of our crucified Lord. Long wings proceed from the shoulders on the Cross, 
and long wings arising from <^e loins fold in front over the lower limbs of the 
Crucified. A wreath of thorns is around the brow of the latter. From the wounds 
in the hands, leet and side descend continuous lines of blood drops, which termi- 
nate on the ttpnused hands of the Saint, on his side and on his feet. Thus we see 
St. Frands Swaphicus receiving the Stigmata. 

St PVancis ** after having fasted for forty days in his solitary cell on Mount Al- 
Tema and passed the time in all the fervour of prayer and ecstatic contemplation, 
traosported almost to heaven by the ardour of his desires — then he beheld as it 
were a seraph with six shining wings, bearing down upon him from above, and 
between his win^s was the form of a man crucified. By this he uuderstood to 
be figured a heavenly and immortal intelligence subject to death and humiliation. 
And it was manifested to him that he was to be transformed into a resemblance to 
Christ, not by the martyrdom of the flesh, but by the might and fire of Divine love. 
When the vision had disappeared and he had recovered a little fi*om its efiect, it 
was seen that in his hands, his feet, and side he carried the wounds of our Saviour.** 
(** Legends of the Monastic Orders," p. 256.) 

On the right hand to the spectator sits a cowled monk asleep— Leo, a friend 
and disciple of the Saint — he supports his head on his right hand and retains a 
book on his lap with his left hand. On the opposite side runs a stream, on the rich 
flowery bank of which stands a heron or some other large wader, and behind it 
sita a hare in the grass. In the near part of the stream some fish are visible. Above 
on the left side are some trees, rocks, water, and towered buildings, relieved from a 
patch of clear sky, above which, and running transversely across the whole print, 
are several layers of clouds with stars amongst them, all treated in a conventional 
manner. Above the sleeping Leo is a large church of Gothic character and some 
trees. A narrow black line as border encloses the composition. 

Both design and execution are carefril and elaborate, the whole forming a 
eovetable specimen of a work in the maniere criblee. The drapery of St. Francis 
if worked out systematically with small dots and black lines in relief for the folds. 
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the Hempen girdle coming off white. The drapery is well cast, but the feet, which 
protrude from behind, are indicated unsatisfactorily. The sleeping monk sits well, 
his action is natural, and the fall of the drapery is in accordance with the general 
pose. 

The technic is of a mixed character, the original effect of the'early pimctiform 
work being broken up by cross-hatchings, &c. The flowers and herbage of the 
banks and foreground are carefully and elaborately worked out. The large bird 
is highly effective, but such cannot be said for the fish ; the water, however, is not 
badly indicated. The foliage on the left is carefully developed, that above the 
sleeping monk is less commendable. 

The paper is fine and firm, and has an anchor with a small crown at the bottom 
in an inverted position for watermark. 

[9 X 6f in.] [Uncoloured.] 



B. 24. 
SAINT FRANCIS OF ASSISI. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 

GERMANY. 

(Founder of the Franciscan Order of Mendicant Friars^ or " CordeliereJ'* 

+ 1226.) 

PHOTOGRAPHIC copy of a small print formerly in the Douce col- 

lectioa 

St. Francis, in the habit of his Order, kneels in the foreground, and 

directs his action towards the left. A circular nimbus is over the 
tonsured head. The Saint looks upwards towards the mystic seraph at the left 
hand upper comer of the print St. Francis raises his hands (on the palms of which 
are stigmata) towards the seraphic figure of the Crucified. On the right of the 
Saint sits his disciple Leo asleep, above whom seems to run a stream in which is 
a small ship, here rendered obscure by the effect of the colour which has been ap- 
plied to the original print. In the background is an eminence at the summit of 
which are a church and castellated buildings. By the side of the latter is a large 
tree. The ground and banks are grassy and flowery, but all is here very indistinct 
from the effects of the colour on the photographic negative. 

A black border line encloses the composition. Dotted .work prevails in the 
ground, roulette-like hatching in the draperies. 

[2f X if in.] [Uncoloured (copy). Coloured (original).] 




Digitized by 



Google 




SAINT OEOBOE OF OAPPADOOIA. 105 

B. 25. 
SAINT GEORGE OF CAPPADOCIA. 

vXjATTER HALF OF THE FIFTEENTH CENTURY. 
GERMANY. 
(Knight' Martyr in Lydia. ■[• 303.) 
(No. 335, Wbigbl.) 

[N the centre of the composition and occupying the greater part of the 
print is St. G^rge on horseback, directed in action towards the left. 
The horse, which is small and out of proportion to his rider, rears the 
forelegs but turns round his head towards the right and looks down- 
wards at the dragon. Around the head of the Saint is a circular nimbus with 
rajed disc. The face of St. Greorge is youthful and beardless, the hair of the head 
full and curly. He is clad in armour and has gauntlets on the hands. From his 
left hip hangs a straight sword. St. George elevating his right arm grasps with 
the hand the handle of a long spear, which he seizes also at its middle with the left 
band, directing the point of the spear into the mouth of the dragon. The shield 
on the Saint*s left arm is large and curved, and exhibits a transverse cross on its 
exposed face. 

At the feet of St. George and of the horse, and in the inunediate foreground, 
lies the dragon on its back ; the body is curved upwards, as is also the curled tail, 
which is placed at the left of the spectator. The dragon*8 head has long ears, the 
mouth is wide open, within which is hidden the sharp end of the spear of the 
Saint. The foreground is bounded by a grove of trees which commences at 
a level with the knees of the horse and of its rider. Above is high and hilly 
ground, on the right of which may be seen some buildings of Selene, and on the 
left is the Princess Cleodolinda (or Aja) and by her side a sheep. The prin- 
cess has a coronet on her head, her hair falls down over her shoulders and fidl 
mantle. 

Dotted work may be seen in the horse, dragon, foreground and background, 
roulette hatching in the horse, lined and frayed work elsewhere. A black border 
Ijne encloses the composition. 

The print has been coloured. The dragon, shield and spear are light red, the 
foreground and trees green ; the dress of the prince9s and the buildings are madder 
lake. The paper is firm, the watermark not apparent. 

[2f X If in.] [Coloured.] 
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B. 26. 
. THE MASS OF SAINT GREGORY. 

(ORIGINAL, LATTER THIRD OF THE FIFTEENTH CENTURY.) 

GERMANY. 

(Gregory the Great, Pope. ^ 604.) 

PHOTOGRAPHIC copy of the exact size of a print formerly in the 
possession of Henry Huth, Esq. The original formed the Companion to 
the ** Death of the Virgin," before described [B. 15.] as found pasted 
_ on the cover of the ** Coberger Bible " of 1478. 

In the foreground, somewhat to the lefl, kneels as the celebrant St. Gregory 
before the altar, holding the cup of the Sacrament in his hands. On the same 
plane to our right and turned towards tlie celebrant kneels the sub-deacon with 
joined hands. Behind and to the left of the Saint stands an ecclesiastic holding 
the tiara on a level with the celebrant*s head. To the left of this ecclesiastic 
stands a cardinal with joined hands and downcast eye%. Behind on a more distant 
plane, and immediately above the head of St. Gregory, stands the deacon, the head 
and shoulders only of whom are to be seen. The Saint bears the tonsure and a 
circular nimbus with rayed disc oyer the head, and is vested in chasuble and alb. 
He gazes up at the figure of our Lord. The deacon and sub-deacon are tonsured 
and vested. The cardinal wears the appropriate hat ; the tonsured ecclesiastic 
bearing the tiara is in a hooded gown. 

On the altar, which is on the right of the spectator, stands the figure of Christ, 
displaying the wounds in the feet and hands. A cruciform nimbus is over the 
head, and a close-fitting cloth about the loins. The aspect of our Lord is some- 
what youthful though bearded ; He looks down in tender sorrow on the Saint. 
On each side of the former is a lighted candle on the altar, while from a super- 
altar rises the Cross, bearing several of the instruments of the Passion. 
Around the Cross and grouped together in the background, are busts of the 
persons who were engaged in carrying out the condemnation and crucifixion of our 
Lord. On the predella are busts of St. Catherine, St. Barbara, and of a female 
Saint with palm-branch, probably St. Agnes. The antependinm is diapered, 
having fleurs-de-lis within the lozenges formed by the stripes, and roses on the 
firmged border at the top. On the altar is an open book, corporal, and patine. 
The carpet before the altar is powdered with small roses or stars, has a fringed 
border, and is placed over a parqueted ot chequered pavement. 

The action takes place within a GU)thic chapd, and beneath two pointed 
arches, the outer supporting columns of which limit the lateral boundaries of the 
composition; other columns being to be seen behind the attendant figures 
on the left. Beyond the arches on the left are two broad muliioned windows; 
on the right the back of the altar and the Cross occupy the space below the 
arches. 

On the capital of the large column on the left is a kneeling angel, having a 
small cross on his head and a scroll in the left hand, to which he points with the 
index finger of the right hand. On the capital of the right hand lateral column 
is a Saint with nimbus kneeling before a desk, on which is an open book. A vase 
of flowers surmounts the central column of the design. 
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Below the latter are six lines of inscription in a kind of church text to the 
following effect — 

** iT^otuxn 0it ombti)8 [omnibus] pro ut Intenitur in cennimE0 [ceremoniis] quoH 
XjiTm [dominus] nl [noster] t|)0 ttia [ihesus christus] apaniit Btmtl in 0pecie iffnijS 
0iib effiflic pietatiiB beato cceeorio tioctori tnanifico celebtanti 0upet altare i!)rlsn [Iheru- 

salem] in nuntt aoiais [?] Quinmoaone motuiB cimce00it nmbvm [omnibus] t)ere 

penitemibtiB et coiife00i0 Quautomen [quatnordecim] xnilia anotn [annorum] He 
t>eTa tnDul0?cia [indulgencia] et multi alii atltllanit [?] q' 0nt [quorum sunt] xx^ 
mlia et 0eptem ani 36 iiie0 t)icentiiiu0 cenib) fle^ quinq; [quinquies] patenio0tec 
et 9toe tnaria cotam fm&sixu pietati0 4* onmibf 0eq^nhj [et orationibus sequen- 
tibus.] 

The pictorial design and inscription is enclosed within an ornamental frame- 
work or border, extending fully an inch and a half beyond the narrow black line 
limiting the former. This framework is identical with that preyiously described 
as enclosing the composition of the ** Death of the Virgin/* B. 15. It would 
appear that one and the same original metal frame was used in printing off the 
central portions of both engravings. In illustration of the subject here repre- 
sented, the following extract from Weigel (** Die AnfUnge der Druckerkunst in 
Bild und Schrifl," vol. l p. 1 54, n. 92) may not be out of place — 

*' The legend of the Mass of Pope Saint Gregory (590-604), which is well 
known to be frequently represented in connection with a shorter or longer letter 
of indulgence, is founded originally in the account given in the Acta SS» March, 
P. 1 1, p. 134, No. 19 coll. p. 154, No. 41. It is there stated that a woman diuring 
the celebration of the Holy Mass refused to acknowledge the bread consecrated 
and used by St. Gregory to be the body of Christ, because she recognized the 
bread as being the same which she herself had brought to the Holy Sacrament in 
accordance with the custom of the time. Thereupon this same bread was, through 
the prayer of St. Gregory, changed into actual bleeding flesh before the eyes of all 
present, and back again into bread. The development of this legend, arising out 
of the desire to confirm the transubstantiation of the bread of the Lord, even 
under the form of the Man of Sorrows rising from a sarcophagus on the altar, 
belongs to a later period, and may be met with very frequently related in the MS. 
and printed livres cTheures of Uie xv. and xvL centuries. M. J. W. Holtrop, 
Momtmen* typographiquet des Pays-bas au quinzieme Steele^ vi, Livraison, No. 32, 
thus writes in connection with this subject, ' In an Horarium, printed at Delfl in 
1480, it is said, when St Gregory was Pope he said Mass at Rome in the church 
named Porta Crucis before the altar of Jerusalem. At the moment of the conse- 
cration of the body of our Lord, Christ appeared to him as the plate (the Flemish 
representation of the Mass of St. Gregory, which is being discussed) repre- 
sents. He was seized with a holy fear and great pity, knelt down and began to 
pray with fervour.* Others relate that St. Gregory implored the visible appearance 
of the Lord during the celebration of his mass, because a man pending the conver- 
sion of the elements had openly expressed his doubts as to the metamorphosis of 
the Bread and Wine into the Body and Blood of Christ.** 

The design, draMring, and technical execution of the print now described are of 
superior character. The heads of the principal figures are clearly and carefully 
drawn, the countenances are expressive, and the ornaments on the sacred vest- 
ments and altar cloths delicately and symmetrically worked out. All forms of 
work common to the maniere crihUe may be here seen, dotted techoic is, however, 
most prominent, though frequently combined with lined and frayed hatching, and 
that mechanical-like cross-hatching we include under the term of roulette work. 

The letters of the inscription are white on a deep black ground, and of a thin 
pointed Gothic form. The whole recalls to mind the appearance of a monumental 
brass. 

[I3i X 10 in.] [Uncoloured.] 
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B. 27. 
> THE MASS OF SAINT GREGORY. 

(ORIGINAL, LATTER THIRD OF THE FIFTEENTH CENTURY.) 

GERMANY. 
{Gregory the Great, Pope. ^ 604.) 

PHOTOGRAPHIC copy of a print formerly in the collection of Mr. 
Donee. 

St. Gregory celebrating mass kneels before the altar with up- 
_ raised head and hands directed towards the left. He is tonsnred, and 

an ornamented nimbus is over the head. On the right of the celebrant kneels a 
tonsured deacon in dalmatic, slightly raising with his left hand the chasuble of 
the Saint and looking towards his back. On the other side kneels the sub-deacon 
in dalmatic, directed in look and action towards the front of the celebrant ; he 
supports with both hands a long and lighted candle. 

Behind, and to the left of the sub -deacon, stands a cardinal, bearing the tiara in 
his hands. Behind the latter rise the head and shoulders of another cardinaL In 
the foreground between the celebrant and sub-deacon are some Holy Souls in 
Purgatory bedded in flames, but looking up, and with hands joined in prayer. 
On the right of the altar stands a cardinal holding a triple cross, behind which 
may be seen the head and shoulders of another cardinal. 

From a sarcophagus on the altar rises the body of our Lord to a level with 
the loins, the top of the cloth girding which is visible. The body is otherwise 
nude and marked with the effects of the flagellation and the nails. The hands 
are crossed in front over the perizoninm. A wreath of thorns is around the 
brow, a cruciform nimbus with rayed disc encircles the head. The hair falls behind 
over the shoulders. Above the head of Christ rises up the perpendicular limb of 
the Cross, on the transverse bar of which hangs the vesture of our Lord, and 
over the bar on the opposite side are the thirty pieces of silver for which He' 
was betrayed. 

On the projecting head of the Cross is a scroll with the letters INRI in 
reverse and of Gothic character. Above the altar, and arranged over the 
background behind Christ and the Cross, appear the various instruments of 
our Lord's Passion, and the busts of the persons concerned in His condemna- 
tion and sacrifice. Over the end of the tomb on the left hang the grave clothes ; 
before the tomb are two lighted candles on the altar, on which are also an open 
book, chalice, and wafer. 

The action takes place under a circular Gk)thic arch, the supporting columns 
of which form the lateral boundaries of the composition. The ground is parqueted 
or chequered in perspective. 

The drawing and expression of many of the heads in this composition are 
extremely good and indicative of both race and character. The forcible expres- 
sion of the sub-deacon on the left with the candle could not be surpassed in its 
way, and the faces of two of the cardinals in particular speak cogently of the 
quiet yet earnest trains of thought passing through their minds at the moment. 

All the varieties of technic common to the maniire criUie may be observed in 
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the engraving. Colour appears to have been applied to the original print, which 
has given rise to some obscurities in the copy. 

The original metal plate was not intended to be printed from, being probablj 
an ornamental appendage to some piece of ecclesiastical furniture. 

[9? X 6|. in.] [Uncoloured.] 



B. 28. 
K THE MASS OF SAINT GREGORY. 

(ORIGINAL, LATTER THIRD OP THE FIFTEENTH CENTURY.) 

GERMANY. 

(Gregory the Cheat. Pope, •{«6o4.) 

^EFORE an altar, which with its accessories occupies the entire 
background of the composition, kneels St. Gregory on the left, directed 
in action towards the right. He is vested in a rich chasuble and 
tunic, and wears the tiara, which has a markedly large orb and cross 
at the top. Above the head is a large nimbus with rayed disc. St. Gregory 
raises his joined hands before a large and open book upon the altar, on which may 
be read mi0erece Deu0 mxazim. He looks up intently at the apparition of Christ 
above. 

On the right hand kneels an ecclesiastic wearing a tippet and biretta, who 
appears to be referring to a book he holds in his hands. He is directed in action 
towards St. Gregory. To the left of St. Gregory, on a more distant plane, kneels 
an acolyte, who joins his raised hands and looks up to the apparition of the 
Crucified. Above the altar appears the latter subtended on a piece of curtain- 
like drapery, velum or sudarium, supported by a winged angel at each side 
proceeding from clouds and rays of light. The figure of our Lord is seen from the 
abdomen upwards, the hands being displayed to show their wounds, and the head 
inclined somewhat over the right shoulder. A cruciform nimbus with rayed disc 
is over the head, the long hair of which falls over the shoulders. The Crucified 
appears to issue from a circle of clouds and rays of light, on the lower part of the 
drapery or velum, the border of which is decorated with stars. At each side of 
the altar is a tall .candle, and on the altar itself is a smaller one on each side, 
between which and the curtain is a conventional altar floral ornament. By the 
left side of the altar stands a tall bell staff with bell. 

By the side of the open book before St. Gregory is a large chalice standing 
on the velum calicis, which is spread out upon the altar. By the upper end of 
the velum is a pyx. Near the edge of the altar at the left hand comer are the 
wine and water cruets. Before the altar is a richly embroidered antependium^ the 
bird and flower ornaments on which are of large proportions. Above the orna- 
mented back of the altar, the black background is covered with white stars. 
The carpet before the altar is decorated with squares, each square containing a 
fleur-de-lis. 

In a border below the composition are two lines of inscription in careftiUy 
executed Gothic characters, to the following effect — 

'^ 9pparicio « %ii * facta » beato » (Srecorio » pape » 
(?) in ♦ ecclia ♦ 0ancte ♦ cnici0 ♦ in ♦ U^enwalem ♦ " 
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There is much expression in the faces and attitudes of the figures, but both 
design and technic are heavy and laboured. 

All varieties of the maniere criblie work have been resorted to. Most of the 
dotted technic has been afterwards worked over with hatchings. The ornaments 
and decorations of the various draperies have been carefully developed. 

Colour appears to have been applied to the original print, as certain parts 
obscured in the photographic copy testify. 

[9t X 7f in.] [Uncoloured.] 
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B. 29. 




SAINT JEROME. 

SECOND HALF OF THE FIFTEENTH CENTURY. 

GERMANY. 

(One of the four Fathers of the Latin Church, Cardinal. •{• 420.) 

^T. JEROME is seated at the right of the composition with the 
Lion before him on the left. He is clad in a cardinal's hat, cloak, 
and sleeved tunic. Over the hat is a circular nimbus, in the border 

. of which are the words 0anctU0 nreonimu0 in white pointed Gothic 

characters on a black ground. St. Jerome leans forward and downward towards 
the Lion, who raises the left paw, which the Saint takes in his left hand. With 
his right hand St. Jerome extracts the long thorn from the Lion's foot. The 
Lion with thick curly mane and elevated tail looks up at St. Jerome with a 
peculiar expression of confidence and thanks. By the side of St. Jerome, and 
above the Lion's head, is a small reading desk, on which lies an open book with a 
pmce-nezy or pair of folding spectacles, above it.^ Behind the Saint rises a 
Romanesque chapel, at the open door of which may be seen the head and 
shoulders of a tonsured man. 

To the left of the chapel, and on a rocky bank clothed at certain spots with 
trees, kneels St. Gregory again, in penitence and penance. He has opened his 
coat over his breast, which he is about to strike with a stone he holds in his 
right hand. Over his head is a nimbus with rayed disc, a strap-like girdle is 
round the waist. On the ground to the right crouches the Lion, and between 
the latter and the chapel rise the Cross and the crucified Redeemer. Behind the 
Cross runs in the extreme distance a line of houses and of church spires to meet 
the top of the eminence on the left, at the foot of which kneels St. Jerome. At 
this top is a large tree, immediately before which is a small church, and a tree 
is between the church and the left margin of the composition. Before the right 
naked foot of St. Jerome lies the cardinal's hat upon the ground, which below 
is both rocky and wooded. 

The foreground on which St. Jerome is seated with the Lion is parqueted 
or chequered with large squares, each square having six facettes. The sky is 
covered with small clouds, among which fiy six large birds ; another bird seems 
perched on the small melon-shaped cupola of the chapel. 

Li this design two events in the legendary life of St. Jerome are represented, 
both of which are very fi:^quently thus united. 

^ A friend to whom we pointed this out demurred to this conclusion, consider- 
ing the object in question to be a contrivance for keeping the leaves of a book 
open. 
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We read that *'one eTening as St. Jerome sat within the gates of his 
monastery at Bethlehem a lion entered, limping as in pain, and all the brethren 
when they saw the lion fled in terror, bnt Jerome arose and went forward to 
meet him as though he had been a guest ; and the lion lifbed up his paw, and 
St. Jerome on examining it found that it was wounded by a thorn which he 
extracted, and he tended the lion until he was healed. The grateful beast 
remained with his benefactor, and Jerome confided to him the task of guarding 
an Ass, which was employed in bringing fire- wood from the forest.** 

'*.... The introduction of the lion into pictures of St. Jerome is supposed 
to refer to this legend, but in this instance, as in many others, the reverse was 
really the case, 'llie lion was in very ancient times adopted as the symbol befit* 
ting St. Jerome from his fervid, fiery nature and hb life in the wilderness ; and in 
later times the legend invented to explain the symbol was gradually expanded 
into tiie story as given above.** . . . '* The penitent St. Jerome seems to have 
been adopted throughout the Christian church as the approved symbol of Christian 
penitence, self-denial, and self-abasement. No devotional subject, if we except 
the 'Madonna and Child* and the * Magdalene,* is of such perpetual recur- 
rence. In the treatment it has been infinitely varied. The scene is generaUy a 
wild, rocky solitude; St. Jerome, half-naked, emaciated, with matted hair and 
beard, is seen on his knees before a crucifix beating his breast with a stone. The 
lion is almost always introduced, sometimes asleep, or crouching at his feet, some- 
times keeping guard, sometimes drinking at a stream.** Q* Sacred and L^endary 
Art,- p. 171.) 

This is a fine specimen of the maniire criblie, both drawing and teclmic being 
precise and carefully execute ; the figure and drapery of St. Jerome are par- 
ticularly good. Abundance of dotted work may be observed, and the large white 
fleurs-de-lis on the lined work of the mantle of the Saint at once arrest attention. 
The various modes in which the different forms of foliage are indicated are also 
noteworthy. 

A narrow boeder of two black lines encloses the composition. This engraving 
attracted the notice of Dr. Waagen, who thus conunents on it — 

^ St. Jerome, represented as very young, is drawing the splinter out of the 
lion*s foot : in the background he appears again striking himself before the Cross. 
The architecture is Romanesque ; drawing and action are good. The dots and 
lozenge-shaped interstices between the lines are larger here than in most plates 
of this kind. Judging from the sharp folds in the drapery the date can hardly 
be later than 1470.'* (** Treasures of Art in Great Britain,** voL i. p. 287.) 

[lOf X 7f in.] [Uncoloured.] 

B. 30. 
SAINT LAURENCE. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

{Dectcon and Martyr, »!• 258.) 

(No. 369, Wbigel.) 

|T. LAURENCE stands directed towards the right hand in the centre 
of the engraving. A circular nimbus with rayed disc is over his 
tonsured head, and reaches to the upper border enclosing the compo- 
sition ; the long tunic emerging from below the dalmatic worn by the 
Saint touching the lower border. St. Laurence carries in his left hand an up- 
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raised gridiron, and in his right a pakn branch. The background is decorated 
with delicate and curved flower stalks and large five-petalled flowers. The fore- 
ground is grassy and flowery. A black border encloses the design. 

A very small amount only of punctiform technic can be seen in this print. 
The drapery is worked out in symmetrically executed cross-hatching. 

The arabesques on the background have been carefully developed m white 
ofl* a deep black ground. Colour has been resorted to. The dalmatic is of a light 
rose' tint ; the nimbus, palm branch, gridiron, and some of the arabesques are 
yellow, the foreground is green. 

m X If in.] [Ck)louredJ 



B. 31. 
SAINT MARTIN. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 

FRANCE (?). 

{Bishop. + 401.) 

PHOTOGRAPHIC copy of a print now in the collection of Baron 

Edmond de Rothschild. 

St. Martin, of Tours, seated on horseback, is in the act of dividing 

his cloak in order that he may clothe a naked beggar. The horse is 

directed in action towards omi right hand, while St. Martin turns round towards 
the left and faces the spectator. A large nimbus with rayed disc is over the 
Saint^s head, on which is a double-flapped cap with button. He is clad in mantle 
and tunic, the latter being girdled round the waist, and having a fringed edge 
at the bottom. A pointed shoe and long spur may be seen on St. Martinis right 
foot. In his right hand is a long straight sword, with which the mantle is to 
be severed, as St. Martin holds part of the mantle with the left hand. On the 
left between the hind quarters of the horse and the border of the engi^ving 
stands a beggar looking up at the Saint. The former is naked with the exception 
of having a small loin cloth and a bandage on the right leg, which is supported 
below the knee by a short crutch. From under the beggar's right armpit pro- 
ceeds a long crutch reaching nearly to the bottom of the composition. The hair 
of the mendicant is dressed in a peculiar manner. St. Martin's horse is richly 
caparisoned, the junctions of different parts of the harness being adorned widi 
circular plates marked with a Greek cross, or as the wafer for the Blessed Sacra- 
ment is often marked in the Latin Church. In the background above the right 
arm of St. Martin and the head of the beggar are the bust and wings of an angel, 
who bears in his hands a large bishop*s mitre, the vitUBy infuliB, or pendant ligula 
of which hang down by the side of the Saint's head. Tlie black background is 
decorated all over with large white five-petalled flowers enclosed within delicate 
white circles connected together by small white trefoils. The foreground is 
grassy and flowery. The whole is enclosed in a black border, along the course 
of which may be perceived the signs of numerous small holes by which the 
original metal plate was affixed either to a block or to some piece of ecclesiastica^ 
furniture. 

The design and technic are careful and precise, and the original engraving 
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must be a covetable example of an earljr work in the maniere cribUe. The 
dotted technic is abundant, and worked out with great regularity, as are also the 
contours of the horse and the features of the Saint. The background has a rich 
effect. From the youthful appearance of the Saint and the character of his action, 
as also from the appearance of the beggar, we are inclined to think this print may 
haye proceeded from the French School. 

[7 X 4f in.] [Uncoloured.] 



B. 32. 
^ SAINT ROCH. 

SECOND HALF OF THE FIFTEENTH CENTURY. 

GERMANY. 

{Patrm-SainL + 1348.) 

SNEATH an arch of a castellated canopy stands St. Rochns of 
Montpellier, habited as a pilgrim. The cockle-shell is in front of the 
flapped hat, the wallet at his side ; with the right hand the Saint 
supports a long pilgrim*s staff, and with the left raises the tunic so as 
to expose the bubo, boil, or plague spot on the left thigh. Over the Saint*s head 
is a nimbus with rayed disc. His mantle is ornamented with a neat collar, buttons 
and edging at the wrists, breast, and lower part. The countenance of the Saint 
is that of early manhood, the face is beardless, the hair of the head runs down 
to the shoulder in delicate waves. The lower half of the left thigh and leg is 
naked down to the ankle, below which is a loose and pointed shoe. By the Saint's 
right leg kneels a winged Angel in a sleeved and loose habit, pointing with two 
fingers of the right hand to the discharging plague spot on St. Roches left 
thiglu Above the Angel's brow rises a small cross. Close to St. Roch's lefl 
foot is a little dog with a small round loaf of bread in his mouth. The foreground 
is parqueted or chequered with lozenge-shaped forms, and the background consists 
of a fringed curtain dependent by a series of rings from a rod running transversely 
across the print on a level with St Roch's face. The surface of the curtain is 
diapered with rows of white four-leaved flowers, the leaves of which are obtuse 
and lanceolate in alternate rows. Between the petals of all the flowers may be 
seen projecting the small acuminate calycine leaves. At each side of the com- 
position between the edge of the curtain and the margin of the print rises a 
slender column, which supports at the top a comer turret of the arched and 
castellated canopy. 

The background above the curtain rod and below the three arches of the 
canopy is dotted, and shows a small round-headed window beneath /^ach arch. 
Above the top of the canopy the ground is a continuous deep black. 

At the bottom of the print is a narrow border ^ths of an inch wide, having 
in the middle the words 6Z3 » roc|)tl)8 in white Grothic characters on a black 
ground. The rest of the border is occupied by delicate arabesques, white on 
a black ground. The whole is enclosed in a narrow black border, and has been 
worked off on a fine yet firm paper, the watermark being a Gothic IP, apparently 
like that figured by Weigel (voL ii. p. 1 67, n. 296) as being present on the paper 
of the Llibeck edition of the ** Dance of Death ** of 1489, containing woodcuts 
engraved in Lower Saxony some time previous to this date. 

Both design and teclmic have been here carefully worked out, though the 

I 
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proportions of the Angel and Dog relative to the principal figure are bad. The 
execution of the mantle of the Saint, chiefly in transverse cross-hatching, is 
noteworthy. 

This engraving is referred to by Waagen in the following terms : — 
" St. Rock, a small octavo print : a slender figure as usual pointing to his 
plague-spots. The angel at his feet doing the same is however new to me. The 
heads are very simple and treated in a woodcut style. Above are indications of late 
antique architecture as in the miniatures of the Carlovingian manuscripts. The 
ground consists of a pattern : the folds in the robe of St. Rock are still simple and 
pure, those of the angel already sharp. I should attribute this print to about 
1460." (Op. cit) 

[7 X 4f in.] [Uncoloured.] 



B. 33. 
)(l SAINT SEBASTIAN. 




LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

(Patron-Saint. + 287.) 

(No. 385, Weiqel.) 

CN the middle of the composition stands St. Sebastian of Narbonne bound 
by his raised arms to a tree. Over his head is a nimbus with rayed 
disc, a close-fitting loin cloth covers the hips of the otherwise naked 
body. The Saint looks towards the right ; he is slender, beardless, and 
youthftil. On each side of him stands a man about to pierce the Saint with an 
arrow; shot by the one on our left from an ordinary bow, by the man on the 
right firom a cross-bow. Several other arrows are already in St. Sebastian's body. 
Each man is clad in a short close-fitting tunic coat, girded round the waist, and long 
close-fitting hose. One man wears a curved and pointed cap, the other a cap with 
the top rounded. The shoes on the feet of each are peculiar, something of the 
shape of small snow shoes ; those on the man with the cross-bow are expanded and 
rounded at the ends, those on the other man are boat-shaped and pointed. 

The tree to which St. Sebastian is fixed is topped by four leafy branches. 
Behind on each side rise hills, on the summits of which are house and castles. 
Below are rows of trees. The foreground is grassy and flowery. 

The technic of the background is of pure punctiform character. The contours 
of the chief figure are strongly marked, but the rest of the body is simply in white 
relief from the back and foreground. The knees in all the figures are distinctly 
indicated, the shoes are black defined by white outlines. The herbage of the 
foreground is large in size and strongly expressed. A black border encloses the 
general design. 

The print has been coloured. The grass and trees are green, as are also the 
caps of the soldiers ; the flowers and tunics are of a pale red ; the hose of the men 
shooting, the loin cloth of the Saint, the nimbus, hair, &c. are of a yellow colour. 

[41 X 2f in.] [Coloured.] 
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B. 34. 
SAINT BARBARA. 

SECOND HALF OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgin- Patroness and Martyr, Jf^ 306.) 

(No. 362, Wbigkl.) 

\T, BARBARA of Nicomedia stands directed in action towards 
the right in the middle of the composition. She supports with her 
left hand and arm a battlemented tower of three stages and conical 
tfpex, and of which seven windows and a door are visible. In her right 
hand is. a book closed by clasps and with bosses on the cover. On her head is a 
rich diadem, and encircling it an ornamented nimbus with black disc. The hair 
is long and falls in waves over the shoulders and arms. She looks downwards with 
slightly inclined head in pensive thoughtfulne^. She wears both tunic and mantle. 
The former is visible over the chest and upper part of the abdomen, as is also 
part of the waist girdle. , The mantle is large and flowing, well cast, falling over 
the ground on which St. Barbara stands, and hiding her feet. The foreground 
is grassy and richly flowery. The background is formed of a fringed curtain or 
drapery diapered with rows of four-leaved roses set in large lozenges, connected at 
their angles by smaller rosettes. This design is enclosed in a narrow black border, 
beyond which is a clear white space |-ths of an inch at its widest part ; external to 
this is an ornamental framework or border nearly an inch wide. At the angles of 
this frame are circular medallions containing emblematic figures of the Evangelists 
and inscribed scrolls. A sinuous line of the conventional clouds common to this 
style of Art, with small stars by their sides, runs through the border. Half of the 
latter on the right hand side has been cut away, and the right hand upper corner 
of the print is defective, otherwise tiie piece is well preserved and in good condition. 
On the white space between the design and ornamental border is written in MS. at 
the upper part 6Sli^C^9 Wi'S^^^^ )8SlI&)8Sli&9[ in ornamental capitals. 

The design is rich, and the technical execution careful, but the hands of the Saint 
are very badly indicated. The technic of the drapery is variously punctiform. The 
curtained background has been very symmetrically and carefully worked out, and 
the flowers of the fereground are like white pearl drops on a deep black ground. 

Colour has been partially applied. Yellow, green, and crimson madder tints 
have been chiefly used, but not any system of colouring has been followed out, 
with the exception of that of the grass and flowers of the foreground. 

A replica of this engraving exists in the Royal Library at Brussels, but it is 
devoid of the ornamental framework. A copy of it may be found in the ** Docu- 
ments Iconographiques et Typographiques de la Bibliotheque Royale de Belgique,'* 
1 S^rie, 2 Livr. 

[si X 64: in. i,e, without border.] [Coloured.] 
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B.35- 
y SAINT BARBARA. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgm- Patroness and Martyr, Jf^ 306.) 

(No. 373,^7BIaBL.) 

^T. BARBARA stands in the middle of the design, directed in ac- 
tion towards the right. She supports with her left hand a castel- 
lated tower, in the lower and open part of which is exposed an osten- 
sorium containing the Blessed Sacrament. A long palm branch which 
reaches to the top of the engraving is in the Saint's right hand. A diadem and 
nimbus are over the head^ the long hair of the latter falling down over the shoulders 
to below the hips. The Saint has on both tunic and mantle. The foreground is 
slightly grassy, the background is enfloriated with arabesques. At the bottom of 
the design is a border on which are inscribed the words '* ^tit badiara '* in white 
pointed Gothic characters on a black ground. The whole is enclosed in a — com- 
paratively broad — black border. 

The design is somewhat stiff in character, and the technical execution not 
beyond the ordinary kind. Dotted work may be seen in the foreground and 
drapery. 

Ck)lour has been resorted to. The drapery and flowers are of crimson madder 
tint ; the nimbus, diadem, tower, &c. are of a yellow hue. 

[if X If in.] [Ck)loured.J 



J/ B. 36. 
SAINT BARBARA. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 

GERMANY. 

( Virgin^Patroness and Martyr, »!• 306.) 

PHOTOGRAPHIC copy of a print formerly in the Douce collec- 
tion. 

St. Barbara stands in the middle of the composition, directed 
_ in action slightly towards the right She holds in her left hand a 

chalice, from which issues the sacred Host; with the right hand she supports some 
folds of her large and heavy mantle. The latter is open in front disclosing the 
tunic over the chest, and below above the feet. A diadem and nimbus encircle 
the head, the long hair of which waves over the shoulders and arms. On the lefl 
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of St. Barbara rises a tower from the ground. Two of its sides are visible : it has 
a sharp pyramidal top capped with a boss. Two windows are represented. The 
foreground is grassy, the background decorated with sinuous arabesque-like leafy 
stalks. At the upper part of the print is a— comparatively broad — border, on 
which are inscribed the words ^attcta bacbfiia in white pointed Gothic characters on 
a black ground ; this inscription is in reverse. A border of black and white lines 
encloses the composition. Along the upper and lower parts of this border may be 
obaerved circular marks, resulting from naiil or screw holes in the original metal 
plate through which the latter was affixed to some piece of ecclesiastical frimiture. 

Prom the reverse character of the inscription, and from the principal action 
being performed with the left hand, it is most likely that the original engraving 
was intended to be a decorative plate and not to be printed from. 

The attitude of the Saint is good, and the drapery is well cast The technic 
ia careful — scarcely any pure dotted work is to be seen; black grounds and 
oblique parallel hatchings are most prominent. 

[3{- X If in.] [Uncoloured.] 



B. 37- 
SAINT CATHERINE OF ALEXANDRIA. ^ 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

SWABIA. 

{Virgin-Patroness and Martyr, »!• 307.) 

(No. 364, Wbigbl.) 

|T. CATHERINE stands in the middle of the composition, directed 
in action towards our left. Her head is inclined slightly over her right 
shoulder as she looks passively downwards at the wheel and sword at 
her right side. Her right hand rests on the top of the hilt of the long 
straight weapon which stands before the wheel, while the left hand holds a book 
projecting from beneath the mantle as it falls over the left arm. A diadem is on 
the head, over which is also an ornamented nimbus with black disc. The hair is 
long and wavy, Mling over the shoulders to the elbows. The mantle of St. Cathe- 
rine with its ornamental border is open down the front, allowing the tunic with 
its collar and girdle to be seen ; the tunic with its decorative border lies in folds 
upon the ground and conceals the feet of the Saint. The wheel is entire and rises 
to the level of the knees. 

Immediately below the point of the sword, in front of the wheel, springs an 
arabesque-like floral stem from the ground, which soon divides into two branches; 
one branch running up the circumference of the wheel on each side, separates 
from it at the top and becomes distributed in a sinuous manner over iJie back- 
ground on the left of the Saint. On the right side of the latter a single stalk 
springs from the ground, which is distributed in a like manner over the background 
on the same side. In the spaces formed by the curved branches of these leafy 
• stalks or stems are large five-petalled flowers, in the centres of which project ovaria 
of from five to six cells. The foreground is grassy and flowery and has on it three 
strawberry plants in fruit A well defined black border encloses the design. The 
latterwasformerly surrounded by an ornamental framework or border. Thelatter has 
been separated from the body of the print, and is now placed in detached pieces 
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around it/ The border is composed of a sinuous arabesque of leaves and flowers, 
and of foiur circular medallions containing the symbols of the Evangelists. 

The general effect of this engraving is of a highlj rich and ornamental cha- 
racter, in part produced bj the careful colouring which has been resorted to. The 
drawing, with Uie exception of that of the hands, is relativelj good, the technic 
sharp and clear. The features are strongly marked and heavy ; the folds of the 
drapery sharp and angular. The enfloriation of the background and border 
stands out in strong relief from the deep black background. The details of the 
for^round are well made out and clear. 

The mantle, some flowers and fruits, and the sword handle are of a madder 
red coloiur. Other flowers are white and yellow ; the diadem, border of the nimbus, 
hair, sword, wheel, &c are yellow ; the grass and arabesque stalks are green. 

This print was formerly in the Weigel collection. It is remarked of it by its 
previous possessor, '^ The colouring points decidedly to Swabia as the place of its 
fabrication, and the folds of the drapery indicate the third quarter of the 1 5th 
century as the time of its production.** (Op. cit. vol. ii. p. 289.) 

[6J X 4| in. without border.] [Coloured.] 



^ B. 38. 
SAINT CATHERINE OF ALEXANDRIA. 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgin-Patroness and Martyr, ■{• 307.) 

(No. 353, Wbioel.) 

|[T. CATHERINE stands somewhat proudly erect, slightly directed 
in action towards the left of the spectator. She is placed beneath a 
Cbthic archway, the supporting columns of which form the lateral 
boundaries of the composition. She stands upon the spokes of a broken 
wheel, the left hand portion of which only is visible, the right portion being hidden 
by the bust of a man, probably the Emperor Maximin or Mazentius. Encircling 
St. Catherine's head are a diadem and ornamental nimbus. The hair falls over 
the shoulders to the waist. With her right hand the Saint raises some folds of 
an ample tunic, beneath which may be seen at the bottom part of another robe. Of the 
external drapery or mantle scarcely more than the edges are visible. The tunic has a 
collar and is girdled around a very high waist. St. Catherine places her left hand on 
the handle of a long, straight, double-edged swovd, the point of which descends to 
the lower portion of the print. Between this sword and the lower part of the right 
hand column rises up the bust of a bearded man, who looks towards the sword. A 
low stiff cap is on his head, a fiir tippet over his shoulders, and a chain around his 
neck. In his right hand he carries a kind of sceptre or weapon, the top of which 
seems to be a fleur-de-lis, but from its passing behind the broad blade of the sword 
is seen but incompletely. The background is formed of a fringed curtain, which 
hangs down from a rod running transversely just above and behind the capitals of 
the lateral columns. The curtain is diapered with rows of large white four-leaved 
flowers, between the leaves of which project small white points. Above the rod of 
the curtain is a small portion of deep black ground powdered with white stars. 
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The nimbus, diadem, face, hair, and hands of the chief figure are rery delicately 
and carefully engraved, and the drapery in parts is well cast. The columns, arches, 
curtain, and sword are either clumsy or less carefully executed. Pure dotted work 
may be seen in the lower robe of the Saint and in the tunic of Maxentius, and cross- 
hatching overworked with dots in the tunic of St. Catherine. A black border 
encloses tne general design. 

Some pale colour has been applied. The draperies are of faint red and yellow 
tints, the man*s cap and parts pf the curtain are green, as is also the chequered 
foreground. From the character of the hair and draperies the print may be allotted 
to the third quarter of the fifteenth century. 

[4|. X 2J. in.] [Coloured.] 



y B. 39. 
SAINT CATHERINE OF ALEXANDRIA. 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgin-P(Urmes$ and Martyr, ^ 307.) 

(No. 372, Weigbl.) 

HT. CATHERINE stands directed towards the right hand of the 
spectator, the nimbus encircling her diadem touching the upper limit 
of the print, while her right and pointed foot, protruding from beneath 
the tunic, is fully the eighth of an inch above the lower margin. The 
long flowing hair of the Saint descends on her right side to below the knee. The 
mantle is open down the whole length in front, exposing the tunic and collar. A 
closed book is in the right hand of St. Catherine, and her left is placed on the 
handle of a long straight sword, passing downwards and before an unbroken wheel 
at the lower right hand comer of the engraving. At the upper part of the latter 
runs a transverse border cut in half by the nimbus of the Saint ^ihin the left 
half is the letter S ; in the right, the word ftatf^et in pointed Grothic characters 
white on a black ground. On the background are sinuous arabesques ; the fore- 
ground is grassy and flowery. 

Small dotted work is on the foreground. The mantle is indicated by cross- 
hatchings, and the tunic by cross-hatchings overworked with larger punctations. 
The general border line has been cut away. 

The hair, diadem, sword, wheel and part of the drapery have been coloured 
yellow ; parts of the foreground and arabesques green. 

[If X If in.] [Coloured.] 
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B. 40. 
SAINT CATHERINE OF ALEXANDRIA. 

(ORIGINAL, THE FIFTEENTH CENTURY.) 
GERMANY. 

PHOTOGRAPHIC copj of a print formerly in the cabinet of Mr. 

Douce. 

St Catherine stands in an erect but constrained position, directed 

towards oiur left. Her head is inclined over her right shoulder, and is 
encircled by a rich diadem and large nimbus, with decorative border and black 
disc. The hair falls in waves below the shoulders to the elbows. With the right 
hand St. Catherine supports a broken wheel, the weight of which pressing on 
the chest causes the body to be thrown backwards to support it. In her left hand 
is a long, straight and pointed sword, which lies across the left shoulder. She is 
clad in a large mantle, which trails upon the ground ; it is open over the chest 
and upper part of the abdomen, exposing the tunic, with its collar and waist girdle. 
The mantle is fastened at the neck with a brooch or morse, after the manner of a 
cope. The background is uniformly diapered with pearl-like drops in lozenges, 
connected at the angles by other drops, all brightly white, on a black ground. 
The foreground is grassy and flowery. A narrow white border line encloses the 
design. Beyond, tliis is an ornamental border nearly |-ths of an inch wide, the 
general ground of which is black. At each angle is a large five-leaved flower, each 
petal of which is rounded and nicked in the centre ; in the middle is an inner 
whorl of five petals. Between the angles run lines of sword- shaped leaves, sheath- 
ing at the base, and having lateral branches bearing five small rounded buds. 
Beyond this border is a white space, |-th8 of an inch at its widest part ; to this 
succeeds the ornamental framework or border of clouds and stars, with medallions 
of the Evangelists, which is so frequently met with in the larger specimens of 
this style of engraving, and has been before described. 

With the exception, perhaps, of part of the mantle, the execution of this piece 
may be said to be of superior character. The head and its attributes, the back- 
ground and the inner ornamental border, are most satisfactory. We suspect colour 
has been applied to the original. 

[9 X 6f in.] [Uncoloiired.] 
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B. 41. 
SAINT DOROTHEA OF CAPPADOCIA 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgin^Mariyr. »!• Hiird Century.) 

(No. 363, Wbigel.) 

. T. DOROTHEA stands directed In action towards oiur right. She 
looks down in pensive thought, the head inclined over her left shoulder. 
A large and rich diadem is on her head, the whole being encircled by 
an ornamented nimbus. Her hair is thick and long, and streams down 
over the shoulders and right arm to below the elbow. 

With the left hand and arm she supports a basket, from which rises a large 
flower stalk bearing several blossoms, two of which are of three petals, and are 
larger than the rest ; with the same hand she sustains also several folds of her mantle. 
The right forearm is bent on her waist, and with the hand she holds upright a 
flower (rose ?) of three expanded blossoms before her breast. St. Dorothea is 
clad in mantle and tunic, the collar and waist girdle of the latter being shown. 
The folds of the mantle are very heavy, and descend and lay upon the ground ; the 
latter is grassy and flowery. The background is richly eufloriated with sinuous 
pearly branches and large cruciform flowers. 

The drapery is worked out with punctations, the lining of the mantle where 
visible has been crossed-hatched and overworked with large dots. The drawing 
and engraving of the head and attributes are of superior character, and the highly 
ornamental background leaves nothing in its way to be 'desired. A narrow black 
border encloses Uie design. 

The engraving has been coloured. The nimbus, diadem, basket and some of 
the flowers of the background are yellow ; the for^round flower stalks and some 
of the flowers on the background are green. The lining of the mantle is of a pale 
rose tint, and the rose blossoms in the Saint*s right hand and the larger blossoms in 
the basket are of deeper rose colour. The colouring may be said to have been care- 
fully performed. 

In all essential points of drawing, general design, attitude, and even of the folds 
of the drapery, this figure of St. Dorothea is like that of St. Barbara before de- 
scribed [B. 34]. 

The attributes are different, of course ; and this change has necessitated some 
special alterations. But speaking generaUy, it may be said that the one is a copy 
of the other as far as the figure is concerned. The design on the ornamental back- 
ground is different in each, though it may be observed that there has been, as 
r^ards both, a like desire to imitate the decorative style of the miniatori in many 
illuminated manuscripts. 

The punctiform technic in the drapery of St. Dorothea is of larger kind than 
that in the mantle of St. Barbara. 

The present engraving is devoid of the ornamental framework with which the 
St. Barbara is provided. 

[7i X 4i in-] [Coloured.] 
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B. 42. 
A FEMALE SAINT. 

(ORIGINAL, THE SECOND HALF OF THE FIFTEENTH CENTURY.) 

GERMANY. 

PHOTOGRAPHIC copy of a print formerlj in the Douce collection. 
A female Saint draped in mantle and tunic Btands in action slightlj 
directed to the right of the spectator. Her head is inclined over her 
left shoulder, and the long hair falls down below the right arm. An 
ornamental nimbus encircles the head. The Saint*8 right hand supports apparentlj 
a book (though this attribute is doubtful) against her chest, while the left hand is 
brought forward, and touches the top of the book. The mantle is raised up below 
the latter, and thrown across the left arm. The folds of the long tunic beneath the 
mantle fell on the ground, and conceal the feet. The foreground is grassy and 
flowery, the background enfloriated with arabesque-like tendrils and flowers, white 
on a black ground. 

The fece is roimded in form ; the drawing of the nose and mouth very inferior. 
The right hand also is particularly bad. The technic is laboured, but the enfloria- 
tion of the background has been carefully executed. The work in the drapery is 
cross-hatching, overworked with punctations. The edges of the folds are in high 
light, and throw deep shadows. 

From the appearance of the nimbus, hair and foreground, it may be presumed 
that the original print was coloured. 

[5 X 2^ in.] [Uncoloured.] 



B. 43. 
A DUEL BETWEEN A MAN AND HIS WIFE. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 398, Wbigel.) 

|N a flowery bank stand nearly naked a man and his wife about to fight. 
On the right hand (to the spectator) stands the man, directed in action 
towards the left. In his right hand, he holds a long club, which is thrown 
over his shoulder and behind his back. His left arm is extended, and 
he holds in the hand a curved buckler with the concavity outwards ; a large 
scimitar hangs by his left side. Above the man*s left arm is a small cloud, from 
which dart rays of light towards the buckler. Above the cloud and the man's 
head runs a broad scroll of two compartments, in which are inscribed in large 
white Gothic letters on a black ground the words — 

^0t. cStra « leffon 
ceoinS j: reaere j: re0l» 
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By the man's side, and close to the boundary of the composition, rises a bar or 
post nearly as high as his shoulder. Below his left foot, in the foreground, is a 
shield, on which are represented two clubs saUire, 

On the left hand stands his wife opposed in fighting attitude to the man. Her 
left leg and arm are widely stretched out. She holds in the left hand a curved 
buckler with the concave sur&ce outwards. A scimitar hangs at her left side, 
passii^ behind the thigh and knee-joint. A sort of veil or shawl hangs down from 
the left shoulder and passes in front of the pubes, but the damage the print has 
received renders further description of the figure impossible. Above the figure 
is a scroll, like to but somewhat larger than that on the opposite side. On this 
scroll is inscribed in characters as before — 

^0t * tibi « ia « snsnitn * 
muliere « cecete * t)if ♦ 

These words must be regarded as a question which is answered by the words in 
the man's scroll. 

Between the two figures is a tablet on which is the word btltcf^* From below 
the tablet hangs a suspensorium. In the margin at the top of the print is the word 
"Intilbref'inMS. 

Both the design and technical execution of this piece are noteworthy. The 
forms are well delineated and are of expressive character. The action and 
drawing of the woman's left lower extremity, with its well-marked knee-joint and 
good foot, should not pass unnoticed, nor should the head and torso of the male 
figure. The background being white the figures relieve themselves therefrom in 
strongly-marked black contours. The scrolls, bucklers, and other adjuncts also 
come black off the white ground. There is but a small amount of punctiform 
technic present, and this is to be seen in the scarf of the woman, in the end of the 
scroll above her, in the bucklers, the man's club, and in the suspensorium. 
The grassy for^round, with its small pearly flowers, is specifically that of the 
more characteristic varieties of engravinga in the mttaiere crihUe. 

This example may be adduced as easily showing what is intended to be ex- 
pressed when it is stated that prints in the numiere criblie have been engraved 
often both in intaglio and in relief. For instance, the letters on the scrolls and the 
flowers and grass on the foregroimd have been engraved in intaglio— i.e. their forms 
have been cut out of the original metal plate, while in the figures the forms are 
indicated by the black outlines which were left in relief. It is true that all the 
black, and therefore the inked parts of the impression were in relief on the metal, 
but as far as relates to the expression of the forms, it may be considered to have 
been evolved on opposite principles. 

Traces of a boundary line may be observed at the upper part of the print, and 
from the effects of some ink on the background between the scrolls and near the 
knee of the woman, it may be assumed that this ground was not cut very deep in 
the original metal. 

Some colour has been applied to the impression, chiefly on the foreground, 
bucklers and weapons. The paper does not show either wire-marks or water- 
mark. The forms of the swords and of the shield below the male figure point to 
circa 1480- 1490 as the period of the production of the engraving. 

The present example is one of the few works in the maniere criblee which deal 
with a profime subject, scriptural and pious topics being those with which this 
particular form of technical work is generally occupied in iUustrating. 

The composition before us is a humorous interpretation of the old German 
'* Weiberkampfes,'* or woman's duel. When a num had offered violence {Notnunft^ 
or now Nothzucht) to a married woman or to a near relative, the woman, in re- 
venge for the injury she had received, could demand a duel with the author of the 
assault. The rules regulating such a procedure, the dress of the combatants, the 
w^pons to be employed, the after punishment to be undergone by the person 
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who was defeated but not killed in the duel, all varied at different times and 
places. This subject of the Old Teutonic " Weiberkampfes " is both curious 
imd interesting* Details in connection with it may be found in an article in the 
" Archseologia,** voL zxiz., 1 842, p. 348, entitled " Some Observations on Judi- 
cial Duels as practised in Germanj," by R. L. Fearsall ; and in the second volume 
of Weigel and Zestermann^s " Die Anfange der Druckerkunst,** vol. ii. p. 323. 

It may not be out of place to observe here, however, that the duel in question 
was a very serious affair, being fiur from either the " facade ancienne " of M. Leber 
(*< Catalogue des Livres, etc.,** Paris, 1 839), or ** the manner in which matrimonial 
quarrels were thus brought to an arrangement** of Mr. Fearsall. * 

The print immediately under consideration is, as befpre observed, a humorous 
translation of the matter, and not a representation of the true and serious 
** Weiberkampf." It jocosely employs the " Woman's Duel ** as a battle for the 
mastery of the house, or as to ^* who shall wear the breeches.** This is proved 
by the word " bruch ** on the tablet above the suspensorium, and by the lines in- 
scribed on the scrolls above the figures. 

This piece is alluded to by Fassavant, vol. i. p. 95. 

P : [5i X 4i in.] [Coloured.] 



The examples next to be described have been retained under the present 
division, notwithstanding they are so decidedly wanting in some of the positive 
characters of the maniere crihUe^ and that scarcely any punctiform technic 
except in the back ground of one of them has been employed in their manipula- 
tion. With this admission, however, it must be remarked that in several other 
respects the style and technic of these prints are those of the class' of engravings 
now under consideration. The expression of certain of the forms by intagliate 
work, while others are indicated by lines in relief; the rouTette-like cross-hatch- 
ings in the shadows ; the ornamental backgrounds ; the black grounds from 
which the inscriptions are relieved in white, and the ornamental framework or 
border, all to be found in one or other of these examples — suggest in a very marked 
degree the style of the maniere crtblee. Further, the original engraving has 
been performed on metal plates, and the general feeling and style of the compo- 
sitions are those common to the works of the present division. 



B. 44. 
Ik CHRIST ADORED BY A MONK. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY (Y). 

(No. 444, Wbiqel.) 

IN the left hand side of the composition is the half length figure of our 
Saviour naked to the loin cloth, the top of which just rises over each 
hip at the lower limit of the engraving. A floriated cruciform nimbus 
with rayed disc is over our Lord's head. The eyes are directed 
downwards ; the aspect is that of death. The waved hair falls on the shoulders, 
the hands are brought forward and crossed at the wrists, showing the nail holes, 
and the puncture from the soldier's spear is represented at the right side of \he 
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cbest with blood drops issuing from it. By Christ's left side and above His head 
rises the Cross, at the top of which is a scroll haying on it in large letters I N R I. 

Below at the right hand comer of iJie design is the bust of a tonsiired monk 
— perhaps St. Benedict — who, with raised and closed hands, looks up at ova Lord 
as if in adoration. From the mouth of the monk proceeds a scroll, on which are 
the words misese mei fili dayid/ mathei xv. in Roman capitals. 

The background is composed of a floriated curtain or piece of tapestry, the 
ornamentation of which is of large design. Narrow white and black border lines 
enclose the composition. 

This print formed part of the Weigel collection. Its former possessor 
obserres (Op. cit. p. 377) in respect to it, "This interesting metal cut — 
nndescribed bj Fassavant — ^has a very old look, and also exhibits in the technic 
peculiarities which remind one of the ' Schrotkunst * or maniere cribUe, The 
body and face of the Saviour are throughout shaded with small four-cornered 
dots, which, however, are not irregularly disposed, but are arranged as a series of 
Teiy close cross-hatchings. A similar hatching may be seen on the hood of 
the monk*8 cloak, while on the rest of the print simple strokes only have 
been employed. The composition and drawing are not without merit. The 
figure of the Saviour is expressed with earnestness and dignity. The nose and 
eyes are sharply cut ; but the mouth, which is indicated by means of small strokes 
and not by contour outlines, is less satis&ctory. Further, the body has not that 
leanness of the old type after which the Saviour was represented, but is of fuUer 
form, implying in the artist knowledge of the figure. The monk appears too 
small in proportion to the size of our Lord, but the joy of ardent worship is mani- 
fested in his countenance, though incapable of the fullest expression from the 
profile form of the face." 

[4f X 3i>n.] [Uncoloured.] 



B.45. 

^ AN ANGELIC SALUTATION, WITH A HUNTED 
UNICORN TAKING REFUGE IN THE 
LAP OF THE VIRGIN. 

SECOND HALF OF THE FIFTEENTH CENTURY. 

PAYS-BAiS, OR LOWER RHINE. 

ITHIN a palisaded garden on the left of the composition the Virgin 

is seated, directed in action slightly towards our right. She is clad in 

a large mantle, the many folds of which are spread over the ground 

at her feet. It has an ornamented border and collar, the latter 

fiustened by a morse or rose-like brooch at the neck. The mantle is open in front, 

displaymg the tunic and waist girdle beneath. A circular nimbus is over the 

Virgin^s head ; it has a narrow white border and deep black disc ; on the higher 

circumference of it are the words . ecce aitctlla . Homini . in sharp white Gothic 

characters. The hair is long, and falls down over the shoulders to the elbows. 

The Virgin places the fingers of the right hand lightly on the end of the horn of 

a unicorn, which has run to her as if seeking shelter at her knees. Her left 

hand is placed near the neck of the animal, which has its forelegs advanced over 

the Virgin's mantle, and its hind ones near the palisade of the garden towards the 

right. The palisade is composed of a series of low sharp-pointed palings fixed by 
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a row of nails at the top and bottom. Within the garden and to the right of the 
Virgin immediately above the back of the unicorn is the hexagonal base of a 
small cistern of water, over which is a scroll with an inscription in reverie^ the 
first word of which is perhaps fbn0 ; the second ? 

On the other side of the Virgin, and on the groond near her mantle, is the 
representation of a fleece, over which nms a scroll bearing the words bfIlU0 
Ceilioiiiil* Above this and bj the Virgin's right shoulder is a vase with a handle 
containing pieces of gold. At the side nms a scroll, on which is inscribed 
uma aurea« Above runs the upper palisade of the garden to the middle of 
the Virgin's nimbus, at which point rises from within the garden a circular tower 
having an upper storey or stage, with a melon-shaped top. In the lower storey of 
the tower three windows may be seen ; in the upper storey two only. To the 
right of the upper part of the tower is a scroll, the first word on which is porta, 

the second ? On the left of the tower appears the upper part of the figure 

of Christ, the lower part of whom is hidden by tiie garden fence. He appears to 
issue from a mass of small tongues of flame, which are intended to represent, 
however, the burning bush of Moses. A cruciform nimbus with black disc 
encircles our Lord's head ; He raises the right hand as if in benediction as He 
looks down on His earthly mother. The left hand is raised also. Between our 
Lord and the left hand border of the print is a scroll, with the inscription nibtl0 
111OB0 (?). Below this scroll is a large star (?). On the opposite side of the tower 
to Christ, and within the garden, is an altar (or ark of the covenant ?), on which 
are placed perpendicularly twelve rods, diminishing in height gradually on each 
side from a chief central rod, which is surrounded by leaves and flowers, and on 
which has descended a dove. On a scroll to the right of these rods are the words 
bilfia aaron. The palisade of the garden curves round behind the altar until it 
meets on the right the entrance door or gateway of the garden. This doorway 
has a narrow tiled roof, below which a long hinge is visible. Outside this closed 
door and between die garden paling and the right hand border of the print kneels 
an angel (Gabriel) on one knee. He is winged, draped in a large cope-like 
mantle, and directs his action towards the Virgin on the left With the right 
hand he applies a hunter's horn to his mouth, his cheeks being distended as in 
the act of blowing. From the horn descends a long scroll, on which is the 
inscription in reverse ate 0ratia plena Tm0 tcm. In his left hand the angel-hunter 
holds a long spear, the upper end of which rests on his left shoulder, while the 
lower end touches the garden paling. Below the angel and outside the paling 
are three dogs with collars, springing towards the unicorn, who has escaped into 
the garden. The dog in the middle has a strong cord attached to his collar, the 
end of this cord being held by the angel with his left hand. From the mouth of 
each dog proceeds a scroll. On the scroll of the dog most to our right hand is 
apparently the word ca0tita0, on that of the dog held by the angel perhaps the 
word bftita0, while on the scroll of the dog in the immediate for^round is the 
word i^ni(ita0. On another scroll lying on the ground between the palisade of the 
garden and the lower margin of the engraving are the words ortU0 )CfU0 (Hortns 
conclusus). The foregroimd is bedecked with large flowers. In the background 
above on a kind of rock at the right hand upper comer of the composition are 
several buildings with gabled and tiled roofs, enclosed within a wattled fencing. 
The whole is enclosed in a narrow black border. 

The technical execution of this print is, in its peculiar way, of a striking and 
superior character. Every part has been careftilly worked out, the " quality " of 
several objects represented has been attempted to be given, and the whole has a 
very rich effect, though flat and of an ornamental goldsmith -like character. Not any 
punctiform work is to be seen in the engraving, but in other respects the general 
style and feeling of the print are such as to authorize its position in the place which 
has been allotted to it here. 

The paper is fine yet firm, and has a Gothic P for watermark. 
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The subject and composition of this example are peculiar and unfrequent ; the 
print is in several respects one of more than ordinarj interest, meriting some further 
illustrative remarks. The impression under notice was formerly in the collection 
of the Reverend Joseph Maberly, the author of the well-known work the " Print 
Collector." It afterwards passed into the hands of Mr. Ottley, a late Keeper of 
the Prints and Drawings in the British Museum. 

The subject illustrated is more than that of the perfect purity of the Blessed 
Virgin, and that of the Angelic Salutation. It proceeds to the* actual Incarnation 
of the Word. The former possessor of the print — Mr. Ottley — alluded to it in his 
" Inquiry concerning the Invention of Printing," as follows : — 

" A very beautiful little woodcut i^presenting the legend of * the hunted Uni- 
com taking reftige in the lap of a Virgin." It bears a great resemblance in style 
to the works of the Van Eycks. I conjecture it to be a print of considerable an- 
tiquity and to have been engraved in the Low Countries, after a design in chiaro- 
scuro by the hand of some eminent artist. The figures contained in it are illustrated 
by short inscriptions on scrolls ; which, however, are written in such strangely 
formed characters that I have been enabled to decipher only a few of them. On 
the scroll at bottom is written ortus oclus(us) ; and the names of the three dogs ap- 
pear to be castittUy vertlas, and huilUaa. Upon examining the back of this little 
print, it is seen from its shining appearance that, though printed with black ink, the 
impression was taken off by friction." (Op. cit. p. 194.) 

With all deference to so eminent an authority,, we must express our opinion 
that the original engraving was on metal, and that the signs on the back of the 
present impression of friction having been resorted to in obtaining it are now absent. 

This engraving attracted the notice of the late Mrs. Jameson, to whom the 
popidar history of religious art is so much indebted, and who added the following 
memorandum on the mounting paper of the print : — 

" In the church of St Elizabeth at Breslau there is an altar of wood, richly 
carved and gilt in a rude Gothic style, representing in the centre the Annunciation. 
The angel kneeling blows a horn ; the Virgin is seated with a unicorn in her lap-— 
one side St John, on the other St. Elizabeth of Hungary." (Anna Jameson.) 

In her ** Legends of the Madonna," Mrs. Jameson remarks : — 

'* In the 1 5th century — that age of mysticism — we find the Annunciation not 
merely treated as an abstract religious emblem, but as a sort of divine allegory or 
poem, which in old French and Flemish art is clothed in the quaintest, the most 
curious forms. I recollect going into a church at Breslau and finding over one of 
the altars a most elaborate carving in wood of the Annunciation. Mary is seated 
within a Gothic porch of open tracery work ; a unicorn takes refuge in her bosom, 
outside a kneeling angel winds a hunting horn, three or four dogs are crouching 
near him. I looked and wondered. At first I could make nothing of this singular 
allegory, but afterwards found the explanation in a learned French work on the 
* Stalles d* Amiens.* I give the original passage, for it will assist the reader to the 
comprehension of many curious works of art ; but I do not venture to translate it. 

'* * On sait qu^au XVI* si^cle le myst^re de Tlncamation dtoit souvent reprd- 
sente par une allegoric ainsi con^ue : une licome se r^fugiaut, au sein d*une vierge 
pure, quatre l^vriers la pressant d*une course rapide, un veneur ail^ sonntint de la 
trompette. Lascience dela zoologie mystique du temps aide lien trouver rexplication : 
le fabuleux animal dont Funique come ne blessait que pour purger de tout venin 
Tendroit du corps qu*elle avoit touch^, figurait Jdsus Christ, mddecin et sauveur 
des 4mes ; on donnait aux Icvriers agiles les noms de Misericordia, Veritas, Jus- 
titia, Pax, les quatres raisons qui out press6 le Verbe etemel de sortir de son repos ; 
mais comme c'6toit par la Vierge Marie qu*il avoit voulu descendre parmi les 
hommes et se mettre en leur puissance, on croyait ne pouvoir mieux faire que de 
choisirdans la fable le fait d'une pucelle pouvant seule servir dc picge k la licome 
en Tattirant par le charme et le parfiim de son sein virginal qu*elle lui pr^entait ; 
enfin, Tange Gtibriel concourant au myst^e etoit bien reconnaissable sous les 
traits du veneur ail6 lan^ant les levriers et embouchant la trompette.* 
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"It appears that this was an accepted religious allegory as familiar in the six- 
teenth century as those of Spenser's ' Fairy Queen,' or the ' Pilgrim's Progress,' 
are to us. I have since found it frequently reproduced in the old French and 
German prints : there is a specimen in the British Museum, and there is a picture 
similarly treated in the Mus^e at Amiens. I have never seen it in an Italian pic- 
ture or print, unless a print after Guido, wherein a beautiful maiden is seated 
under a tree and a unicorn has sought refuge in her lap be intended to convey the 
same far-fetched allegory." (Op. cit. p. 1 85.) 

The fullest reference to this subject that we are acquainted with is in the first part 
of the recently published " Beitrlige zur Eunstgeschichte," under the editorship of 
Dr. LUcke of Leipzig. From this part, viz. " Die Legende vom Leben der Jungirau 
Maria und ihre Darstellung in der Bildenden Eunst des Mittelalters," von Alvnn 
Schultz (Leipzig, 1878), the following extracts are taken, p. 50, et seq, — 

" XXni. The virginity of Mary as expressed through a very generally diffused 
symbol 

" 1 . The unicorn in the lap of the Virgin. 

Wolfram von Eschenbach says in * Parzival,' 482, 24 — 

' ein tier heizt monicirus : 

daz erkennt der meide rein so gr6z 

daz ez slaefet Hf der meide schdz.' 

(Compare the * rhysiologie und Bestiaren.') 

'* Sculpture on the console of the church at Neuberg in Steiermark (abg. 
Mitth. 1, 7). 

" Woodcut of 1470 (Holzschn. d. Germ. Museums, Ixii.). 

*' Giovanni Maria Falconetti in the Oratory of R. Liceo at Verona (Crowe, 
* North Italy,' vol i. p. 472). 

" Pierre Francheville (■{• 1630), Sculpture in Santa Croce at Florence (Cicog- 
nara Storia della Scultura Italiana, tav. Ixix.). 

'^ 2. The ' Porta Clausa ' of Ezechiel, Moses's burning bush, the blossoming rod 
of Aaron, and Gideon's fleece. 

" On the wing of an altar at Gandan (Kr. Breslau), painted about 1 500, are 

represented A B C D E.... F—The Virgin with the 

Unicom in her lap. Inscription . Virgineis . dictis [capitur] cor . rinocerontis.^ 
G H I 

" An exactly similar picture exists in the Lorenz church at NUmberg, serving 
as the Epitaphium picture of the Professor of Theology, Friederich Schon, who 
died in the year 146 1 

« A third example is offered by the Epitaphium tablet of Ulrich Stark (»!• 1478) 
in the Sebaldus Church at Niimberg 

"XXVin. The conception of Mary symbolically represented. We have 
already alluded to the legend of the Middle Ages, that the timid unicorn would 
take re^e in the lap of a Virgin only, and thus might be caught. How this 
legend was applied to Mary has been pointed out ; the unicorn in her lap is to be 
regarded as the symbol of her virgin purity. But afterwards its application was 
extended : the Unicom that seeks protection in her lap implies Christ ; the Master 
on whose order the Unicorn is hunted is God the Father ; the hunter is the Angel 
GabrieL Eonrad von Wiirzburg expresses these opinions in his ' Goldnen Schmiede,' 
V. 256, ff : Dii vienge an eim gejegede Des himels einbiirae, Der wart in daz 
gediime Dtrre wilden werlt gejaget Und suochte. keiserlichin maget, In 
diner sch6z vil senfbez leger. Ich meine d6 der himel jeger, Dem undert&n din 
riche sint, Jagte sin einbomez kint Uf erden nach gewinne. Do in din wfire 
minne Treip her nider balde Ze manager siinden walde, Dd nam ez, vrouwe, 

1 For " dictis " read " digitis ; " the interchange of " monoceros " and " rhino- 
ceros " is of very frequent occurrence. 
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sine ylaht Zuo dir, yil faelden riche vruht, Und duof in dtnen buosen, Der Ane 
mannes gmosen Ist liiter unde liehtgeyar. 

'* As far as mj knowledge extends this representation is to be met with first 
on the embroidery of an antependium in the nunnery of Goss at Steiermark, 
executed probably in the 13th century (abg. Mitth. iii. t. iii.). A small unicorn 
is introduced between the Announcing Angel and the Virgin. ^ 

*' The simplest representation of this scene is offered by the carving of the 
large altar in the Lady Chapel of the EUisabeth Church at Breslau. Mary sits 
and holds in her lap the Unicorn ; before her and separated from her by the 
^ porta clausa' is the Angel Gabriel, who blows a hunting-horn. In the back- 
ground the * tnrris Davidica * (Cant : Cant : iv. 4) and the ^ turris ebumea ' (Cant : 
Cant : viL 4) are introduced ; other symbols appear lost. End of the 1 5th century. 
This carving is apparently referred to by Mrs. Jameson, but her description of it 
is wrong, for the dogs which she mentions are not present here, and there is not 
any other work of this kind at Breslau. 

** The representation is much fuller in the picture of 1 5 1 5 in the Cathedral of 
Merseburg described by H. Otte (N. Mitth. *Des Thiiringisch-Sachsichen Vereins,* 
V. 1, p. 1 1 1 ff.). Mary sits in a garden ('Hortus conclusns,' Cant: Cant: iv. 12), 
enclosed within an octagonal-shaped wall. The * porta clausa,' * turris ebumea,' 
and * Davidica,' etc., are introduced. Gabriel appears as a Hunter, with horn at 
his side, accompanied by four dogs which are named Justicia, MUericordia^ Pax^ 
and Veritas (Ps. Ixxxv., ii.). As other symbols, are added the Uma aurea, Archa 
foederis, the Vellus Oedeonis (Jud: vi. 37-40), the Fans signaius (Cant : Cant : iv. 
1 2), Rubus Moisiy the Virga Aaron, and Stella Jacob, The symbols are explained 
by Otte (compare also W. Grimm, * Einl. zu Konrad von Wiirzburg's goldner 
Schmiede,' xxxi. ff.). 

''Exactly similar in arrangement appear the paintings of the outer wing of an 
altar at Brunswick, described by Vulpius in the * Curiositfiten,' vi. 138 (Joh. 
Raphon, ' Braunschweiger Museum,* N. 353). An analogous picture formerly 
hung in the church at Grimmenthal, and was afterwards in the Castle at Gotha 
(Otte, a. a. O. 113 abgeb. in Rudolphi, * Gotha diplomatica,' ii. 310). According 
to Otte four such pictures should be found in the vestibule of the Weimar Archives ; 
Vulpius knows two only of these (a. a. O. 1 37) ; one of them he has had copied in 
the * Curiositaten,* vi. t. 4. This picture differs from the Merseburg one before 
mentioned, inasmuch as Gabriel carries a hunting-spear as well as a horn ; God the 
Father is visible in the sky, from whom proceed rays on which the Child with the 
Cross and the Dove of the Holy Ghost descend upon Mary. 

" Cahier (* Caract^ristiques des Saints,' i. 45) gives a copy of a woodcut in 
* Der beschlossene Gart 1 505.' Here Gabriel has only three dogs. The hunting 
of the Unicom by the Heavenly hxmtsman is also painted in the angles of the altar 
at Aix, ascribed to King Ren^ (abgeb. Millin, * atlas pour servir au voyage dans 
les d^partements du midi de la France,* Par. 1 807, t. xlix. Only three dogs). 

'' According to Mrs. Jameson similar representations may be found on the 
choir seats of Amiens, as also in a picture in the cathedral of Amiens. Of the nu- 
merous old French and German prints to which she alludes I have been able to 
find only one in Bartsch's * Peintre-Graveur.' " 

Wessely, in his ** Iconographie Gottes," does not refer to the association 
of the Unicom and the Blessed Virgin. He notices its presence as a symbol of 
purity, along with the SS. Agatha, Justina of Padua, and with Firminus the first 
Bishop of Amiens. Husenbeth (" Emblems of Saints ") mentions its eonnee- 
tion with " Justina, Virgin and Martyr." 

Mrs, Jameson writes (" Sacred and Legendary Art," pp. 341-396), ** It is not 
easy to distinguish St Justina of Antioch from another saint of the same name, 
St. Justina of Padua, the more especially as the painters themselves appear to have 

confounded them In some Venetian pictures the attribute of the Unicom, 

which belongs properly to St. Justina of Antioch, has been given to St. Justina of 

E 
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Padua, and when this is the case it is not easy to determine whether the mistakie 
arose from ignorance or design. In Domenichino's picture of St. Justina caressing 
a unicorn in a forest, it is, I imagine, St. Justina of Antioch who is represented. 
In Moretto's splendid picture of the Duke Alfonso I. at the feet of St. Justina 
(Vienna Gate), I should suppose that the artist had the patroness of Padua and 
Venice, and not the martyr of Antioch, in his mind, or perhaps confounded the 
two. Neither must it be forgotten that a beautiful female, attended by a unicorn, 
is sometimes merely allegorical, representing Chastity, but when the palm and 
sword are added, it is undoubtedly a St. Justina ; and if the picture be by a Vene- 
tian artist — if the figures be in the Venetian costtime-^if Venice be seen in the 
distance — a St. Mark introduced-.-then it is probably St. Justina of Padua; other- 
wise, when a female saint appears alone or in a company of martyrs attended by a 
unicorn, it is St. Justina of Antioch.** 

We have been equally at a loss with Schultz to discover any of those old French 
and Grerman prints in which the unicorn is ^ frequently produced,*' according to 
Mrs. Jameson (^' liCgends of the Madonna,** p. 1 86). The only examples we are 
personally acquainted with are the St. Agatha of Israhel van Meckenen (B. 1 1 7) 
and the scarce series by Duvet (R. DumesnH, 54-61), which is supposed to form 
an allegory in connection with Henry IL of France and Diana of Poictiers.^ 

ISi X 3|- in.] [Uncoloured.] 



B. 46. 

AN ANGELIC SALUTATION, WITH A HUNTED 
UNICORN TAKING REFUGE IN THE 
LAP OF THE VIRGIN. . 

{See B. 45.) 

FACSIMILE copy of the engraving just described. 

Below on the present mounting paper is the following memorandum 
in pencil : — 
^ " This belongs to Mr. S. Leigh Sotheby. This is a fac-simile from 

the original formerly in the Collection of William Toung Ottley. It was done 
by Mr. Sheldrick, the artist always employed by my father in making fac-similes 
from Block -Books. Mr. W. T. Ottley had one worked on old paper, which he 
mistook for the original. — S. Leigh SoUieby. 
"August, 1852.** 

This facsimile with the above note was sent to Mr. Carpenter by S. Leigh 
Sotheby, junior. 

In the senior Mr. Samuel Leigh Sotheby*s " Prindpia Typographia,** voL L 
p, 33, is the following statement — 

" In respect to persons being deceived as to a work of antiquity being the 
original or a copy^ we do not believe that there exists any one of such consummate 

^ Since writing the above Mr. Reid has drawn our attention to a notice by 
Passavant (voL ii. p. 290, n. 10) of an **omement de feuillage avec Tembl^me 
de la chastet^,** by the Master LC3, 1492. For frirther illustration of this sub- 
ject consult Twining's " Symbols and Emblems, &c.," p. 1 72 ; Bock's " Geschichte 
der liturgischen Gewander," vol. iii. pp. 38-1 85, pi. 6 ; Cahier*s " Caract^ristiques 
des Saints," vol. i. p. 45. 
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judgment who might not be deceived, even were the object itself to belong to that 
branch of art to which the attention of his whole life had been directed. A re-> 
markable instance of this maj be quoted in respect to the &c8imile of an earlj 
wood-engraving, which will be found in the present volume [Plate XLVL, facing 
p. 198]. We refer our readers to a facsimile of the ' Annunciation^* representing 
the Virgin attended by the Unicom. This was taken from an original impression 
formerly in the collection of William Young Ottley, Esq., a gentleman who held a 
high reputation for an accurate and practical knowledge of works of art, more 
particularly in respect to the various schools of engraving. Many years ago Mr. 
OtUey, doubting the possibility of making an accurate facsimile of this engraving, 
entrusted tbe original to our charge for this purpose. When it was done, we had 
four impressions worked off on some old paper of a similar character to that on 
which the original was taken off. One of these (cut close) we presented to 
Mr. Ottley, which he received and believed to be his own impression ; nor would 
he be persuaded until the original was produced that it was otherwise. That im- 
pression of our artist's £M»imile has since the decease of Mr. Ottley passed into 
other collections, having been, mtkout the smallest doubt of its genuineness^ sold as 
an original impression.** (P. 33.) 

In reference to the impression given in the ^Principia,** Mr. Sotheby observes — 

'* Here is the facsimile of the early wood engraving .... it is above twenty- 
six years since this facsimile was transferred to the lithographic stone, and conse- 
quently the impressions that have been now taken off do not present the same 
delicacy as those four previously named, which were taken off when first trans- 
ferred.*' (P. 199.) 

** It is necessary to observe that these impressions of our copy have only been 
within the last few months taken from the stone. At the time the copy was made 
only four impressions were worked off, and those as proofs. Since that time the 
stone has remained untouched, the present impressions showing how long a time 
the designs drawn on stone may remain in a comparatively perfect state.** (Op. 
cit. p. 33.) 

On comparing the copy, now being described as in the collection of the British 
Museum, side by side with that given in the ** Principia,** considerable difference 
as r^ards delicacy and clearness of impression may be seen. We presume the 
fermer to be one of the four original proof impressions mentioned by Mr. Sotheby. 

[5t X 3f in.] [Uncoloured.] 



B.47- 



SAINT CATHERINE OF ALEXANDRIA AND 
SAINT BARBARA. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

( Virgin^Patronesses and Martyrs,) 

(No. 378, Wbigbl.) 

{N our left hand stands St. Catherine, directed in action towards the 
right. A nimbus in the form of a plain white ring encircles her head, 
on which is a diadem. The long hair fidls over the shoulders to the 
elbows. With her left hand the Saint holds up some folds of her long 
mantle, while her right hand rests on the top of an upright standing wheel. From 
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St. Catherine's right shoulder and chest the mantle has Mien awa^r, displacing the 
tight-fitting tunic beneath. 

On the right hand stands St. Barbara, directed in action towards St. 
Catherine on the left. A ring nimbus and diadem encircle the head, the hair of 
which falls over the shoulders and to the right elbow. With her left hand the 
Saint supports a circular tower with a sharp conical top, and sustains also some 
folds of her mantle. Her right arm is bent across the chest. The tunic is risible 
over the chest, and at the knees below the mantle. The feet of neither saint are 
visible, the folds of the mantles and tunics, which lie upon the ground, concealing 
them from view. The ground is composed of small black squares, defined by thin 
white lines running obliquelj, as if to a point of sight, but in fact not properly 
vanishing in perspective. Each saint stands below a circular arch, the stonework 
of which is 'indicated by white lines on a deep black ground. The background is 
of a deep uniform black, from which the figures stand out in white relief, their 
forms being indicated by black lines. The shadows are indicated by parallel and 
oblique lines. Not any point-work nor cross-hatchings are visible. The design is 
enclosed within a narrow border, consisting of a white and black line. The design 
is 3-|- inches high by 2|- inches broad. Beyond is a narrow white margin, and then 
comes, enclosing the whole, an ornamental framework or border of a conventional 
eharaoter, common to engravings in the manih*e criblSe, 

This example belonged to the Weigel collection ; its former possessor alluding 
to it in the following terms — 

'* The drawing is good, but the expression of the faces spiritless. The print is 
cut, nowhere is a dot (perle) to be seen. The colouring is treated in the chiaro- 
scuro manner, with a brownish tint in the draperies, faces and clouds. 

*' The costume and pose incline one to allot the print to about the end of the 
third quarter of the fifteenth century. The paper seems to show wire marks, but 
not any water mark is present." (" Anfange,'* vol. ii. p. 304, n. 378.) 

Mrs. Jameson observes (" Sacred and L^endary Art,^' pp. 287-296) — 

** When Saint Catherine is grouped with other saints, her usual pendant is 
Saint Barbara .... it is usual in a sacred group (Sacra Conversazione) to find 
Saint Catherine and Saint Barbara in companionship, particularly in German art, 
and then it is clear to me that they represent the two powers which in the Middle 
Ages divided the Christian world between them. Saint Catherine appears as the 
patroness of schoolmen, of theological learning, study, and seclusion ; Saint Barbara 
as patroness of the knight and the man-at-arms, of fortitude and active courage. 
Or, in other words, they represent the active and the contemplative life so often 
contrasted in the mediseval works of art." 

[4t X 3f ^'1 [Slightly coloured ifa chiaro-scuro style.] 



B. 48. 
SEVERAL MALE AND FEMALE SAINTS. 

PAYS-BAS. 

LATTER PART OF THE FIFTEENTH CENTURY. 

EN leaves from a Fieoaish Manuscript Book of Prayers ; on each leaf k 
aflixed the repre8enta,tion of a Saint with attributes, &c. On one print 
only is any dotted work to be seen: this is on No. 10, St. Margaiet. 
The general style of work, however, in the other pieces, the foregrounds 
and 5, the roulettq-like work on the foreground of No. 6, and the 
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itiscription on No. 7, incline one to regard these engraTings as produced under the 
influence of the maniere criblee. Several of them are well designed, drawn and 
engraved, and all, with the exception of one perhaps, have been carefully coloured. 



NO. I. 

SAINT ANTHONY. 

{Hermit-SainL + 356 in the Theban Desert.) 

It. ANTHONY in three-quarter figure stands directed in action 
towards the right. He is clad in mantle, tunic, and cap. In his left 
hand he holds a long staff surmounted by a tau ; with his right hand he 
supports a large open book, from below which hangs a bell, the ring- 
handle of which appears to be sustained by the Saint's little finger. Below, on 
each side of St. Anthony, rise flumes or tongues of fire. Behind him, in the 
background, is a wattled fence, above which on the right hand is a house ; on the 
left are a rock and tree. A narrow white and broader black line enclose the 
design as a border. Fifteen lines of manuscript are bj the side of the engraving. 

[2| X If iu.] [Ck)ioured.] 

« 

NO. 2. 

SAINT KBASMUS. 

(Bishop and Martyr. •!• 303') 

St. ERASMUS is extended on the ground diagonally, his feet being 
at the lower left hand comer of the composition. He fs fixed naked 
on a plank, underneath which his forearms are made to pass ; a narrow 
cloth is around the loins, a nimbus is above the head of the Saint. By 
his side on the ground is a bishop's mitre and a dog. 

From the more distant edge of the plank rise two supports retaining a winch 
or wheel, over which two men are winding the intestines of the Saint as they are 
pulled from out his opened abdomen. Behind the winch stands a king looking on 
at the martyrdom ; by his side, on the right, is an attendant. At the upper left 
hand comer of the print, a hand in benediction emerges from a radiant cloud. A 
border, as in No. 1 , encloses the composition. Fifteen lines of manuscript are 
contiguous to the illustration. 

[2| X If in.] [Coloiu-ed.] 

NO. 3. 

' SAINT MACHARIU8 OF ANTIOCU. 

(Patriarch. + 1012.) 

iT. MACHARIUS stands habited as a bishop, supporting with his 
left hand a triple cross and holding in his right hand a stone, in which 
are fixed three upright nails. He is directed in action towards the 
right, and stands within a garden, the low wall of which is behind the 
Saint. Above the wall rise two trees of different foliage ; in the foreground are 
some large-leaved plants. Above the mitre of the Patriarch is the inscription in 
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black letters of sharp Crothic character %* JEa^tiu0. This is a particularly neat 
and carefully executed engraving. The white line of the border is here coloitred 
red. Sixteen lines of manuscript are associated with the print. 

[2| X if in.] [Coloured.] 



NO. 4. 

SAIHT MARTIN. 

(Bishop, J^* 401,) 

It. martin on horseback occupies the greater part of the print. 
The horse proceeds towards our left hand, while the action of the Saint 
is directed towards the right. He is clad in mantle, tunic, long black 
hose and cap. A circular nimbus is over his head, the long hair falls 
as low as his shoulders. St. Martin is about to diyide his mantle with his sword, 
that he may give part of it to a beggar who rises from the ground at the right hand 
comer of the print. The beggar appears to be either deformed or deficient about 
the lower extremities, as he holds in his left hand one of those short rounded 
wooden bars with short divaricating iron legs, by which such persons support them- 
selves upon the ground as they drag themselves along it. The beggar looks up at 
the Saint, raises his right arm towards the piece which St. Martin is cutting from 
his cloak. The large bead and dwarf-like arms of the b^gar are characteristic of 
bis general deformed condition. The horse — ^rather an out-of-the-way specimen 
— ^tums his head round to look at the beggar. In the background may be seen parts 
of a castle-tower, battlemented wall, and gateway with portcullis. There is a 
border as before. Fifteen lines of manuscript are adjacent to the print 

[2f X i| in.] [Coloured.] 



NO. 5. 

SAINT NICHOLAS. 

(Bishop of Myra, ^ 342.) 

[ ABITED as a bishop in ftill costume, St. Nicholas stands within a 
Gothic cloister, the low wall and superimposed open columns of which 
form the background of the composition. On the ground before the 
Saint, and at the right hand comer of the engraving, is a large tub, out 
of which rise the upper parts of the naked bodies of three children, who look up, 
with clasped hands, at the Saint. The latter holds in his left hand a pastoral staff, 
and raises the right hand in benediction. A like border to those before described 
is present. Fifteen lines of manuscript are adjacent to the illustration. 

[2f X l|^in.] [Coloured.] 
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NO. 6. 

SAINT ROCn. 

{Pairon-SaiuL + 1348.) 

It. ROCH stands on our left hand in the dress of a pilgrim. In 
his left hand he holds a pilgrim's staff* and wallet, with his right he 
draws awaj the tunic from over his right leg, displaying the boil on 
the thigh. The Saint directs his action towards the right hand, where 
stands an angel with wings and long drapery, the folds of which lie upon the 
ground concealing the angel's feet. Immediately in the foreground stands a dog, 
having in his mouth a small loaf of bread. In the background behind the Saint 
and angel is a wattled fence. Above the head of the former is an ornamental 
tablet, on which are the words — %ttis iEUlC|)lt0. The border u» as before. 
Fifteen lines of manitscript are annexed to the illustration. 

[2 X If in.] , [Coloured.] 

NO. 7. 

SAINT SEBASTIAN. 

(Patran'Saint + 287.) 

|[T. SEBASTIAN appears as a half-length figure turned slightly 
towards the right. He has on a Hat cap encircled by a nimbus, a 
breast-plate, short cloak and tunic with loose slashed sleeves. His 
long and flowing hair hangs down upon the shoulders. In his left 
hand he holds an arrow, the point directed downwards. His right hand is placed 
below the handle of a sword, the blade of which is cut oflT by the lower limit of the 
print. At the upper part of the latter is inscribed in white sharp Gothic characters 
on a black ground %^ 0eba0ttan*» 

There is a border as in the other cuts. 

Fifteen lines of manuscript are by the side of the illustration. 

[2 X I f in.J [Coloured.] 

NO. 8. 

SAINT BABBABA. 

(Virgin' Patroness and Martyr. •!• 306.) 

. BARB.\R.\, whose figiu^ is represented to below the knees, is 
seated and directed towards the right. The upper parts of the diadem 
and nimbus are cut off by the upper limit of the print ; the long hair 
falls down below her elbows. The drapery is close-fitting about the 
body, but of full folds at the lower part. St. Barbara holds in her left hand a 
palm branch, and her right assists; to hold a book, which is open on her knees. In 
the background, on the right hand, is a tower of three storeys, a little below which 
by the left hand of the Saint is the entrance front of a small chapel. 

On the left hand may be seen through a narrow rounded archway a tree ; below 
to the left of St. Barbara is part of a wall. Border as before. Fifteen lines of 
manuscript are present. 

[2J X ij in.] [Coloured.] 
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NO. 9. 

8AINT CATHKBINE OF AliEXAIIDRIA. 

( Virgin- Pa&one$jt and Martyr. •!« 307.) 

^ HE Saint is represented in half-figure, standing and directed towards 
the right. The upper parts of the diadem and nimbus are cut off bj 
the upper limit of the print. The long hair falls down to the elbows. 
The drapery, tight about the body, has long loose sleeves. With her 
lefl hand she holds up a ring, and with her right supports a closed book. Behind 
her on the lefl hand is a broken and spiked wheel. Bdow is a low wall. A long 
sword passes across the lower part of the figure from the elbow of the right arm to 
the right hand lower angle of the print. Border as before. Fifteen lines of manu- 
script are present. 

[2|. X l| in.] [Coloured.] 




/ 




NO. ID. 

SAINT MARGARET. 

( Virgin- Martyr, *J« Ftftk Century ?). 

JT. MARGARET stands erect above the Dragon, directed towards 
our lefu A diadem and nimbus encircle her head. She is draped in 
mantle and tunic, the former being open down the front. In her right 
hand she holds the staff of a processional cross, which seems below to 
have pierced the neck of the Dragon, around which passes a thick cord, which the 
Saint holds with her left hand. The attenuated tail of the Dragon runs immediately 
in the foreground. At the upper part of the engraving, in a transverse border with 
a black ground, is the word JBarsarrta in large white sharp Gothic characters, 
the continuity of the word being broken by both the cross and nimbus of the Saint. 
The background is of dotted technic and enfloriated with a sinuous arabesque, 
after a conventional method common to the maniere criblee. 

The print has been coloured after the manner of the School of Ulm. 
Fifteen lines of manuscript are on the leaf with the illustration. 

[if X If in.] [Coloured.] 



B. 49. 
THE TREE OF CONSANGUINITY. 

nRST DECADE OF THE SIXTEENTH CENTURY. 

LYONS (?). 

REPRESENTATION of the " Tree of Consanguinity," from an 
edition of the ** Decretals of Gratian,'* probably published at Lyons, 
circa 151O. 

Behind a trellis-work, along which runs a fruitful vine, stands a 
figure crowned like a king and clad in mantle and loose tunic. He stands on the 
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divaricating stem of the vine below, and holds firml3r in each hand above a stem, 
which at once divaricates into leafy and fruit-bearing branches. The hair is long 
and waves down upon the shoulders. On the mantle over the king*8 right shoulder 
is an insigne, like a star, and tihoes are on the feet. 

On the traverses of the trellis- work in front of the figure are oblique rows of 
circular medallions with white discs, on which are inscribed the degrees of con- 
sanguinity. One straight row runs down from the middle of the figure to the 
bottom of the vine stem. On the first medallion of this straight central row is the 
number i. in red ink above, and in black ink below, between which numbers are the 
words Pater JBatttt in rounded Qothic characters. 

The next medallion contains a male head, the third the number i. repeated 
and the words iFiIiU0 JFilia ; the fourth medallion has the number ii. with Jf^tpoB 
Jf9rpd0 ; the fiflh the number iii., with pnepO0 pnepti0 ; and the sixth medallion 
contains the number iiii., with the words abnepO0 ibntptifi* Below this latter 
medallion springs up a long waved scroll, on which, in red Gothic characters, is 
inscribed — 

H^et e0t 9rbor Con0an0uinttati0* 

All the principal forms may be said to be relieved in white from off a dark crible 
background. 

The central line of the borders of the medallions are dotted; the sparse shadows 
which are present are indicated with fine oblique parallel lines, but not any cross- 
hatching is apparent. The head of the king is well drawn and neatly engraved, 
as are also, in fact, the other portions of the composition. A narrow border of 
a white and black line encloses the latter. 

Printed text in black and red ink is on the verso, 

[9r X 71: in] [Uncoloured.] 
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DIVISION C. 

METAL CUTS. 
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PREFATORY REMARKS. 



HE examples of early German Art grouped to- 
gether under this division would appear to the 
ordinary observer probably as impressions taken 
from wood blocks engraved in relief. Such they 
would appear also even now to some professed 
iconographists. Nevertheless, there are good 
reasons for assuming that these impressions have 
been worked oflf from metal plates engraved in relief. The method 
of technical procedure therein followed, and the general style and 
feeling of the designs thus engraved did not differ from those in 
vogue when wood blocks were resorted to. The work was in both 
cases in simple relief, i. e. en taille d'epargne, and devoid of any 
peculiarities such as marked the particular style already described 
as characterizing the maniere criblee. Nevertheless, particular results 
ensue when such metal plates in relief are printed from, and which 
serve to distinguish their impressions from those which have been 
taken from engraved wood lilocks. 

In illustration of this circumstance, it may be stated that if an 
extensive series of early woodcuts, as supposed, be examined^ it 
may be found that in certain specimens the ink or colour used in the 
printing of them has been unequally distributed, or that in some it 
has been very heavily deposited all over the print, while in others it 
has been very fsdnt in its markings. On long lines the ink or colour 
is, in particular places, in narrow streaks or slight in amount, while 
elsewhere it is broad and dense. Other contour lines and forms may 
be scarcely followed out by the black or brown colour of impression^ 
or only in a granular, grouty, or rotten manner. In some places^ 
where several lines approximate or decussate — as, e.g. in the repre- 
sentation of the eyes, mouth, fingers, toes, and hair — the colour 
from the various lines may have run to a mass or blot, giving rise to 
a heaviness or bluntness of impression. Where such characteristics 
are to be found, there will exist a general want of sharpness, equality, 
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and clearness of definition. Further^ the catting of acute angles and 
comers, and of the more delicate lines, may appear to have been 
carelessly performed, and the versos of the prints may not in these 
and some other spots exhibit such effects of the indentation of the 
relief lines impressed on the rectos of the cuts, as may be observed 
on other impressions. In other cases, ohe of the margins or border 
lines of the print may be curved in direction. If inscriptions be 
present, the letters or characters may have worked off in so splotchy 
a manner as to render the former illegible. 

The peculiarities and irregularities connected with the ink or 
colour of impression here alluded to are explainable by the circum- 
stance that the material of the plate exhibits something of the pro- 
perty of a fatty or greasy body, which prevents the colour becoming 
readily fixed or stationary, where applied by the printer, but allows 
it to run into greater or less sized blobs or masses. Wood, on the 
other hand, acts differently — it seizes and holds the ink equally 
throughout. Where lines meet or cross each other, blotchiness and, 
therefore imperfect definition, are very prone to ensue. A very 
small amount of curvature of the plate, a slight bruise, or a little 
oxidation of the metal will prevent a good impression being taken, 
and cause uninked or uncoloured spots to appear, and grouty or 
rotten surfaces to be apparent. Where book-printers' ink may have 
been employed, it would be liable, from the fatty acids it contains, 
to react on the engraved metal, and give rise to unequal distribution 
of the ink on after occasions, if great care and cleanliness were not 
adopted. The curving of a border line or of the limiting edge of a 
print can have resulted only from the flexure of the edge of a metal 
plate, for a curved wood block would have cracked or " sprung" when 
subjected to pressure. 

" But,'' writes Wessely, '' how is a metal cut to be distinguished 
from a woodcut ? In general it requires experience, a practised eye, 
and a careful comparison of incunabula to do this. Before the in- 
experienced beginner lies the danger of his mistaking impressions 
from metal cuts for bad impressions from wood engravingps. A 
peculiar appearance (which led in fact to the recognition of metal 
cuts) facilitates the inquiry. For instance, two wood blocks were 
sometimes placed in a metal frame, as in a passe partout, so that the 
designs in relief should lie at the same level, and were then printed off 
together. In such prints as T. O. Weigel describes, and gives fac- 
similes of in his work (in my catalogue of the Berlin Cabinet, No. 21, 
an example is mentioned), it is evident from the different results of 
the act of impression that the designs and the border were engraved 
unquestionably on different media. 

'^ In general it may be here stated that the surface of the wood 
block more readily takes the ink, and gives it off from the contour 
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lines in more equable strength and sliarpness to the dampened paper 
than does the metal on which the ink runs together in smaller or 
larger dots. From frequent impression the edge of the design in a 
metal cut bends or curves, but never 'springs/ in a wood en- 
graving, on the other hand, such a border line can never curve. . . • 

'^ But has a metal plate engraved after the manner of a woodcut 
been actually seen? Of incunabula we have wood blocks un- 
doubtedly, but not any metal plates ; which circumstance, however, is 
easily explainable, as the metal could be used afterward^ for other 
purposes. At Basle, and among the archives of Botenhau, however, 
such metal-cut plates have been found ; and though they belong to 
the sixteenth century, they confirm in a marked way the existence 
of them in general'' {" Anleitung, etc.,'' p. 32.) 

M. Renouvier, in a review of Passavant's '' Peintre-Graveur," 
C' Gazette des Beaux-Arts," 1860, vol. vii. p. 330), writes — 

'^ One of the more novel features of the historic dissertation 
prefixed to the 'Peintre-Graveur' is the part allotted to engraving on 
metal in relief. The author makes it proceed step by step with en- 
graving on wood independently of works of interrasile or crible 
technic in which the use of metal had been already established . . . 
The proposition thus maintained and generaUzed deserves careful ex- 
amination, and it will not fedl of receiving it and of being controlled 
by men competent to judge of the matter in its technical aspect. 
As for ourselves, looking only at the absolute question and the con- 
dition of the prints, it appears to us evident that M. Passavant has by 
far too much exaggerated the application of a process which, without 
doubt, was practised, since such is attested both by texts and by 
examples. His specific attributions to the process also are quite arbi- 
trary. The chronicler Paul, of Prague, who gives us the longest 
account of the printer of the image figures and letters in 1459, at 
the actual moment when printing was discovered, tells us of plates 
of metal ' laminibus sereis ferreis ac ligneis.' 

" One of the early printers of Augsburg, John Bamler, in the 
colophon of his Belial, printed in 1473, speaks of figures of metal 
' figuris ereis,' that he has placed therein." 

Essenwein more than doubts the ability to distinguish between 
impressions taken from wood blocks and from metal plates in relief ; 
be remarks — 

" It has been supposed that differences between impressions firom 
wood blocks and metal plates could be substantiated. Careful in- 
vestigation has taught us, nevertheless, that this supposition is 
erroneous. For instance, authorities have considered that the im- 
pression represented on Plates I. and 11.^ is from a metal cut, because 

* But forming a single subject — the Death of the Virgin. 
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all the characteristics ^ which should stamp a print as being from a 
metal cut are therein present^ and jet the impression exhibits spots 
where the block has * sprung' and a fissure of the block* which never 
could have resulted in the case of metal. If to this be added our 
complete ignorance of the nature ai^d mode of preparing the old 
colours of impression ; that without doubt they were difierent with 
difierent printers^ and that on their compositions the dififerences 
alluded to are far more likely to have depended than on the impres- 
sions being from wood or from metal; we must be excused if we are 
unable to discriminate in the least between wood and metal cuts^ 
but bring both together here under the simple title of ' woodcuts.^ ^' 
{" Die Holzschnitte des 14 und 15 Jahrhunderts im Germanischen 
Museum zu Niirnberg/' Niimberg, 1875.) 

Believing as we do that many early cuts which a quarter of a 
century ago were considered to be impressions from wood blocks 
are truly from metal plates engraved in relief, we yet agree with 
Passavant rather than with Weigel, that in some instances the works 
from both so closely simulate each other as to give rise to consider- 
able hesitation in forming a conclusion as to the origin of the print 
which may be under notice, i.e. whether it be from wood or from 
metal en taille d'epargne. 

This question having been fully discussed elsewhere by the 
author (" Introduction to Study of Ancient Prints/' vol. i, p. 73), it 
will be sufficient here to state that valuable details may be found in 
connection with it 'pro ei con. under the following references — 
Weigel und Zestermann, *'Anfange,'' vol. i. p. 21. Passavant, 
*' Peintre-Graveur,'' vol. i. p. 3, note, pp. 59, 95, 97; vol. ii. p. 134. 
Renouvier, '' Gazette des Beaux- Arts,'' 1860. ^^ Des Gravures sur 
Bois dans les livres de Simon Vostre," 1862, p. 13. KoUoflf in 
"Meyer's Kiinstler-Lexikon, Art. Zoan Andrea," and Wessely, ut 
antea. 

The latter part of the prefatory remarks to Division B, " Ma- 
nidre CribWe," pp. 53-55, may also be referred to. 



' Deduced particularly from the circumstance that the colouring matt-er of im- 
pression adheres in a different manner to metal, and is transferred from the latter to 
paper differently to what is the case in respect of wood. 

^ Formed, perhaps, before the engraving was begun of pieces glued together. 
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C. I. 
THE HOLY TRINITY. 

1464. 

SWABIA, 

(No. 40, Weiobl.) 

REPRESENTATION of the symbol known generally in the History 
of Art as the ^ Italian Trinity,** a particular form of symbolism which 
was very popular from the twelfth to the serenteenth century. 

God the Father, seated on a throne, supports before Him with His 
hands a Cboss on which is the Crucified. Over the right shoulder of the Father 
descends a white dove — the symbol of the Holy Spirit — whose beak touches the 
outer margin of the nimbus of our Lord. At the feet of the Father in the fore* 
ground before the throne kneels a naked male figure on one side, and a naked 
female figure on the other ; their hands are clasped as in prayer, and their faces 
upturned towards the Cross. 

A cruciform nimbus, with an invected inner border, encircles the Father's head. 
He is' clad in a large mantle, open over the chest and arms, exposing a full 
tunic beneath. The hair and beard are long and flowing, there is much expression 
in the countenance, but it is of a coarse and staring character, as of fixed wonder 
and astonishment. 

A sort of chaplet or wreath, in place of a circle of thorns, is around the brow of 
the Crucified One ; a cruciform nimbus is about the head. The expression of our 
Lord is aged and sorrowful ; the markings of the hair, beard, feature and body 
forms, are strongly accentuated. A close-fitting loin cloth is present, the feet 
are crossed, there is not any suppedaneum. 

The dove is large, with outspread wings, and has a circular cruciform nimbus 
around the head. 

At each upper comer of the print is a large shield, bearing on it a patriarchal 
or double cross, the twofold markings of which denote ^ that the work of redemp- 
tion which was wrought on the Cross, extended bpth to the Jews and Gentiles.** 
(Clark*s " Introduction to Heraldry,** London, 1866, p. 172.) 

On a straight scroll above these shields is the inscription — 

ftiflnutn ftancti 0pititu0. 1^6^ 
in Gothic characters. 

Colour has been freely applied to the print, and *' attention may be directed to 
the deep and shining red, to the bright, almost camboge-yellow-like ochre, to the 



Digitized by 



Google 



146 • METAL OUTS. 

yerdigris green, to the nut-brown colour, and to the burnt ochre of the flesh tints. 
Nor should it be overlooked that the hair of the Father is of a quite pale brown hue, 
almost grey ; the hair of Jesus is of a black-brown, and the hair of the kneeling 
mortals of a yellow colour. The crosses in the glories are red, the space between 
the two black border lines has been coloured yellow.** 

'* The time of the production of our print is placed beyond a doubt by the date 
1464 which is present. The style of colour, and especially the fiery red of the 
madder, point to the Danubian provinces of Swabia — very likely Augsburg — as the 
probable place of its origin." ( Weigel, op. cit. vol. i. p. 9 1 .) 

A watermark on the paper is not present. 

Lady Eastlake thus writes in the " History of our Lord," vol. 11. p. 350 — 

** Here the chief condition of the idea of the Trinity is lost, the equality of the Per- 
sons being as far sundered as life from death, and truth from semblance. By a strange 
reversal in the feelings of Art, the First Person is here alone invested with tfce human 
shape, and the Second Person represented by the mere symbol of a Crucifix with an 
image of a dead Christ upon it, thus sacrificing the idea of His divine nature to that 
of His earthly sufferings — the Father is always seen supporting the Cross by the 
two ends of the transverse beam, the effigy of the dead Son hanging generally be- 
tween his knees, while the Dove appears proceeding from the Ups of the Father and 
touching the head of the Son — which is the earliest form — or perched like a mere 
bird on one side of the Cross. Angels sometimes support the feet of the Saviour. It 
would be difficult to explain this spurious kind of ' Ecce Homo* by any text of Scriptare 
or tenet of theology. It comes before our eyes like false logic in art, the propositionB 
of which are unequal. The Father is a living person, the Son a dead image, and 
on a different scale of size. The Father can be nowhere but in Heaven (seated 
sometimes on a rainbow), the Son nowhere but on earth, while the Dove ceases ta 
form a bond of union between beings of such unequal conditions, and in the sense 
of His procession from both becomes a theological absurdity. . . though calledpor ex^ 
cellence the Italian Trinity, this form abounds in the miniatureis of every school, and 
especially in all forms of Art in the School of Nuremberg.** 

[9t X 6|.in.] [Coloured.] 



C2. 
THE INFANT CHRIST ON A FLOWER. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 
GERMANY. 

jN the top of the flower of an open tulip or lily stands the infant 
Saviour, directed in action towards our right hand. A cruciform 
nimbus encircles the head, above which runs the transverse limb of 
the Cross. The hair is abundant, close set and curled. A loose-flowing 
robe, joined at the neck and open aU down the front, discloses the naked body. 
The folds of the open mantle are wafted, not ungracefully, towards the left. From 
Behind the shoulders of the Saviour a long waved scroll runs across the design, on 
which is the inscription, dBitt ♦ QOOt ♦ ftelifl ♦ iar ♦ in coarse Gothic characters. 

To this inscription the infant Christ seems to point with the index finger of the 
left hand, while He places the right hand on His right side. 

Below the chief blossom of the flower runs a stalk, from which second, third 
and smaller blossoms spring, as do also a few leaves, which touch the lower border 
line of the engraving. 
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The drawing, though coarse, is jet masterly and free, and shows a practised 
hand. Colour has been applied in grades of jdlow, reddish-brown, and green. A 
rather broad black border encloses the composition. 

An exactly similar design, but of smaller dimensions and in reverse position, 
may be found among the prints of the ** School of the Master" of 1466, contained 
in the Museum Collection — "Early German Masters,'* yoI. i. — (Bartsch, x. 
34-66.) 

The print now under consideration was formerly in the cabinet of T. O. 
Weigel, who thus alludes to it in the first volume of his " Anfange, etc.," p. loi, 
n. 56 — 

'* Our metal cut was discovered fastened on the cover of a book printed at 
Cologne in 1 502, in the office which was once Heinrich Quentel's. The title of 
this book [which accompanied the engraving] is as follows : — Ad laude et honorem 
individue trinitatis christifereque virginis Marie Evangelia et Epistole per totius 
anni circulii tam de Tempore q de Sanctis vigilanter correcta fine gaudent fausto. 
Impressa Colonic in officina felicis memorie Henrici Quentel, Anno secundo supra 
millesimum quingentesimum lucente vigilia largi confessoris Martini." 

*' The print before us we regard, in conformity with the inscription on the scroll- 
er ♦ 0OOt ♦ 6eli0 ♦ iar « — as a *new year's greeting,' of which a similar one may be 
fbxmd among the oldest copper-plate engravings, one of the unrecognized Master 
of 1466. Since in former times it was very frequently the custom to begin the 
social year on the 25 th of December — Christmas-day — as ordered by Pope 
Eugenius lY., in the year 1440, the child-Christ might very well be chosen as 
the medium of a new year's greeting, and as, in the earliest ages, a blossoming 
flower was considered as a symbol of the opening year, so the position of the child- 
Christ here, characteristically relieved from off a cross on the summit of a blossom- 
ing flower, has not anything out of the common. 

" According to Wilkinson's ' Manners and Customs of the Ancient Egyptians,' 
Chinese earthenware bottles have been found in their tombs, with the inscription — 
* the flower opens, and lol another year.* The great age of these Chinese bottles 
IB evidenced by the fact that, as art memorials, they date long before the later 
known Chinese porcelain. The inscription on them allows safely of the conclusion 
that they, with their contents, were intended as new years' presents." 

We give below * an extract firom the work referred to by WeigeL 



^ ** Among the many bottles found in the tombs of Thebes, none have excited 
greater curiosity and surprise than those of Chinese manufacture presenting in- 
scriptions in that language. The accidental discovery of a single bottle of this 
kind would naturally pass unheeded ; and if we felt surprised that it should be 
deposited in an Egyptian sepulchre, conjecture would reasonably suggest that an 
accidental visitor in later times might have dropped it there while searching for 
ancient treasures of a more valuable kind. But this explanation ceases to be ad- 
missible when we find the same have been discovered in several Theban tombs. 
I, myself have seen several, two of which I brought to England.* Another is de- 
scribed by the learned Professor Rosellini,** and found by him * in a previously un- 
opened tomb of uncertain date, which,' he refers, *fi:om the style of the sculptures, 
to a Pharaonic period not much later than the eighteenth dynasty.' A fourth is in' 
the museum at Jersey. Another was purchased by Lord Prudhoe, at Coptos, and 
is now in the museum at Alnwick Castle. Two others are in the possession of 
Mrs. Bowen, and another belongs to Mr. W. Hamilton. They are about two inches 
in height; one side presents a flower, and the other an inscription containing, 



* One is in the British Museum, the other in my possession, 

^ In his extensive work on the '* Egyptian Monuments," part 2, vol. iL p. 377. 
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the time of the prodtiction of this charmiDg piece may haye closely approxi- 
mated the period of the Master of I466; firom its general character it may 
have been of the year 1470. The inscription appears to confirm the supposition 
that the print was produced by the Rhine. There is not any watermark present. 

[7f X 4i in.] [Coloured.] 

C. 3. 
CHRIST BEFORE HEROD. 

MIDDLE OP THE FIFTEENTH CENTURY. 

GERMANY. 

I N a low circular chair on our right hand is seated Herod. On his head 
is a crown or diadem, having a long conical cap-like centre. He is 
bearded, the hair of the head protruding below the crown in a close 
mass of rounded curls. He is draped in a long loose robe, the lower 
part of which is raised above the legs displaying the latter, the feet being encased 
in tight-laced boots of modem appearance. Over the shoulders fall digitate 
epaulettes, the collar of the robe fits close reund the throat, and the sleeves are 
tight at the wrists. Herod places his left hand upon the left knee, which is some- 
what elevated, from the foot being drawn up against the chair on which he is 
seated. The right hand is raised towards Christ, to whom Herod looks as "in- 
terrogabat autem eum multis sermonibus.** (Luc: zxiii. 9.) Before Herod 
stands our Lord as the foremost figure of the group on the left hand of the com- 
position. Christ is clad in a long, rather close-fitting robe, a cruciform nimbus 
encircles the head, the arms are brought forward over the chest and crossed at 
the wrists, where they are secured by a Ugature. Behind, and on the left side of 
Christ, stands a soldier, who points with his left hand at our Lord while he looks 
very inquiringly at Herod. This soldier has on a cap and short close-fiiting 
tunic. His left thigh is bent forwards, and resting on it is the handle of a short 
straight sword or dagger. He is beardless and youthful-looking. Behind are 
more or less of the heads of nine other soldiers, all wearing conical helmets. Of 
the soldier behind the right shoulder of Christ, the armour about the throat and 
some portions of the drapery are visible. All the soldiers whose faces are repre- 
sented look searchingly at Herod. 

The technic is in pure outline, not any shading is to be seen. The drawing is 
clear and decided, and with the exception of the fingers is relatively of a superior 
kind. There is considerable expression in the faces, though the eyes are too large 
in proportion to the heads. The pointed helmets of the soldiers, the feet clothing 
of Herod, the hair of his head, are noteworthy, as is abo the manner in which the 
hands have been executed. The upper part only of the print is entire, elsewhere 
the paper has been cut away. A strongly marked black border line is present 
above. 

The wiremarks of the paper are very apparent ; there is a watermark 
present — the bull's head and flower. 

according to the valuable authority of Mr. Davis (in three out of the eight), the 
following legend — 

" ' The flower opens, and lo ! another year.' " 

(" The Manners and Customs of the Ancient Egyptians,** by Sir Grardner Wilkin- 
son, vol, iii. p. 106.) 
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This interestiil^ print was found pasted within the cover of a large folio 
copj of the " VitBB Patmm " (ascribed to St. Jerome), printed by Koburger, at} 
KUmbetg, in 1478. Another impression of this identical print was fixed on the 
other cover of the same book. One specimen was retained for the Library Depart- 
ment of the Museum, where it is exposed in a show-case in the Grenville Library ; 
the other was placed in the Department of Prints and Drawings. 

[I5f X n|in.] [Uncoloured.] 



C. 4. 
THE FLAGELLATION OF CHRIST. 

MIDDLE OF THE FIFTEENTH CENTURY. 

AUGSBURG. 

(No. 40, Weiqel.) 

^LONG the centre of the composition rises a cohunn, the base of which 
rests on the lower border line of the print ; the truncated top touches 
the upper margin. To this column Christ is attached by rope-like 
cords passing crosswise over the shoulders, arms and legs. The 
body is slightly directed towards the left hand, while the head is thrown over to 
the right hand, or over Christ*s left shoulder. A large circular cruciform nimbus 
encircles the head ; the hair, close and matted, faUs on the shoulders. The loin 
cloth descends in front to below the knees. The body of our Lord is extremely 
emaciated, and the drops of blood all over it bear witness to the severity of the 
flagellation. Our Lord is so placed as to stand on the base of the column. On 
the left hand stands a man with outstretched legs, looking up at Christ, and, raising 
his right hand with a scourge in it, appears as if about to strike our Lord. The 
man's left hand is brought across his body to reach a laige rod that hangs at his 
right side. Above this man appears the body of another person, as if floating in 
the air. He throws his raised arms above and behind him, grasping a large rod 
with both hands, as intending to strike Christ therewith. On the right hand (to 
the spectator) of the column and low down near the ground, a forearm and hand 
appear as if coming out of the wall ; the hand grasps a rod, which seems to strike 
Christ over the left hip. Above this arm is stretched a cord from Christ^s left 
shoulder to the inner border line of the print ; from the middle of this cord hangs 
a three-tailed scourge, with knotted and spiked ends. 

The costume of the executioners is peculiar : one appears as if provided with 
a modem shirt and waistcoat, and a strangely pointed cap. The head-dress of the 
other attendant is more like a helmet than anything else ; he has on tight hose 
and a rather loose-fitting jacket. A broad border of three lines encloses the com- 
position. 

Colour has been freely applied. The border and cruciform parts of the 
niml^ns, with the marks of blood on the body, have been coloured with red lead, 
which is as bright now as when it was first applied. All the implements of flagel- 
lation are of an opaque green tint, as is also the ground. Deep madder carmine 
has been used in the drapery and in the border of the print. The loin doth 
around Christ and the cords binding Him to the column are of a deep yellow 
colour. Weigel remarks of this print, which was formerly in his poFsession — 

" The design is certainly coarsely and angularly engraved, coarsely coloured, 
and thus devoid of attraction ; nevertheless, it has been drawn by one who knew 
his business.*' 
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We wonld direct attention to the Borrow expressed in tbe countenance of 
Jesus, and also to the twists of the body, made as if to avoid being struck 
above and at the side. The stupid rudeness with which the upper man and the 
calculation with which the lower attendant are about to strike are noteworthy. 

As to the place of the production of the print we are helped to a surmise only 
by the sharp, angular engraving and the meagreness of the figures, by the shining 
red madder, the powerful verdigris green, the bright ochre, the red lead and 
the border of two colours (yellow, madder crimson). These colours are to be 
found in the productions of Augsburg, to which city or to Ulm we should ascribe 
this, engraving. 

The extremely meagre form of Christ, the absence of all angular folds in the 
dress of the executioners, the loin cloth of Christ, which hangs rather low, and the 
funnel-shaped coat-cuff of the hand which protrudes from the wall, place the time 
of the production of the print in the middle of the fifteenth century. The water- 
mark is the bull's head, the horns of which are wanting, from the cutting away of 
the paper. 

[7 X 4f in.] [Coloured.] 



C.5. 
THE STRIPPING OF CHRIST. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

SWABIA. 

(No. 48, Wbigbl.) 

^S the centre of a group of four persons stands our Lord in a semi- 
stooping posture directed towards the left ; Christ's arms are extended 
as an attendant draws off from them the Lord's robe. A cruciform 
nimbus encircles the head, a wreath of thorns is around the brow, and 
vue uouy 18 marked all over with drops of blood, the result of the flagellation. A 
loin doth is present. On our right stands a soldier, with armour on the upper part 
of the body and a close-fitting iron (?) ca;p on the head. In his right hand he 
carries a forked spear, at his left side hangs a straight sword. On the left 
band and behind the attendant who strips our Lord is another soldier, in a basin- 
like helmet or morion, who carries a long halberd in the right hand; while with the 
raised left hand he appears as if about to strike Christ on the head. The attendant 
who is disrobing our Lord is bareheaded, and clad in close-fitting jacket and tight 
hose. Two of the attendants have on black long-pointed shoes. 

Our Lord is represented as very thin, and not only devoid of beauty, but as 
positively ugly. The grouping, however, is good, and the drawing firm and com- 
mendable. 

Colour has been applied. The hose of two of the soldiers and the outer 
coat of one have been coloured with rose madder, and varnished afterwards with 
a vegetable gum. The nimbus and loin cloth of Christ, the jacket of one of the 
soldiers and the spear-handles are yellow ; the ground is deep green. A black 
border line encloses the general design. 

At a later period than the time of its production the print has been lined. On 
the lining paper is the following in German manuscript— 

*' Hie Betracht was unseb Erlosser und Seligmacher erlitten hab auf dem berg 
Kalvarie, In der an naglung [?] und wie er ist auf gericht worden am •{«•'* 

[5 X 3j-in.] [Coloured.] 
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C6. 
CHRIST ON THE CROSS. 

MIDDLE OP THE FIFTEENTH CENTURY. 
SWABIA. 

CN the middle of the composition rises a tan Cross, on which hangs the 
Crucified. A cruciform nimbus encircles the head, which droops over 
the right shoulder. A wreath of thorns is around the brow ; the end 
of the loin cloth fluttei's far over on the right-hand side of the spectator. 

The feet of our Lord are crossed ; there is not any suppedaneum. The body 
is marked with drops of blood. There is not any superscription. 

On the right hand side of the Cross stands the Blessed Virgin, directed in 
action towards the Cross. Her hands are clasped before her ; she looks down in 
sorrow at the feet of her Son. Around her head is a nimbus with ornamental 
border ; she is draped in a large mantle of full folds, beneath which, over the chest 
and at the feet, small portions of the tunic may be seen. Her head is covered 
with a cloth. The points of the feet, clad in shoes, are just visible. From above 
the Virgin^s left shoulder runs a waved scroll over the background up to the 
transverse beam of the Cross. The ground of it is black, on which there is an 
inscription (illegible) in white characters. 

On the lefl hand side of the Cross stands St. John, in general action directed 
towards the right, though his head is turned towards the Cross. He looks dovm 
towards the feet of our Lord, places his left hand across the chest, and holds a book 
in his right hand. A nimbus like that of the Virgin encircles his head, covering 
which is a close mass of curled hair. He is clad in an open mantle and tunic 
girded round the waist ; the left naked foot protrudes beyond the tunic. 

The foreground is quite plain, and rises as high as the foot of the Cross, which 
is kept in its place by wooden wedges. 

The baolq^und appears on first sight to be an irregular mass of black and 
white spots of undetem^nate forms. Closer examination will show that it exhibits 
an imperfect attempt at copying one of the diapered rosette backgrounds so fre« 
quently to be met with in prints in the tnanUre criblie. This will be at once 
apparent if the parts of the background near the foot of the Cross and over the 
head of the Virgin be examined. 

The drawing and attitudes of the figures are of a superior character. . The 
draperies are admirably cast and treated ; the figure of the Vi^rgin is particularly 
to be commended. While the general form of our Lord is well represented and 
the knee-joints artistically marked, the expression of the face has been ruined by 
the application of the black colour used to represent the hair. Very little shading 
is to be seen; this is in the form of short oblique hatchings in the mantle of St. 
John and above the left hip of Christ. A double border line encloses the com* 
position. 

Colour has been careftdly applied. The Cross, nimbi„loin cloth, and the tunio 
of St. John are deep yellow ; the mantle of the latter is madder red, the outer 
drapery of the Virgin brown ; the wreath of thorns on our Lord^s brow is an 
opaque green, and the blood drops on His body are of red lead. The foreground 
is of a bright opaque green colour ; the border remains uncoloured. Here and 
there on the background a little colour has been dropped on the rosettes. 
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The paper is Btrong, with very apparent wiremarks, but not anj watermark 
it present. 

[7f X 41 in.] [Coloured.] 

C.7. 
CHRIST ON THE CROSS. 

LAST QUAETER OF THE FIFTEENTH CENTURY. 
GERMANY. 

(N the middle of the design is a tau Cross on which depends the crucified 
Saviour. A cruciform nimbus is oyer the head of the latter, which 
droops slightly over the right shoulder. A close-fitting perizonium is 
present. The feet are crossed ; there is not any suppedaneum. The 
arms and body of Christ from the false ribs downwards are meagre, the arms par- 
ticularly so, and the hands are wretchedly made out. The head and thorax are 
too large proportionately to the rest of the body, the expression of our Lord is 
very bad. Above the nimbus rises the tablet of superscription, on which are the 
letters 1 N R I in Qothic form. 

On the right hand side of the Cross stands Mary the Mother of our Lord, 
directed in action towards the Cross. A circular nimbus is above her head, which 
latter is covered with the upper part of her mantle. The latter is open in front, 
displaying a little of the tunic beneath. The hands are clasped in front and sus- 
tain some folds of the mantle, which here displays its lining. The figure of the 
Virgin is good, the drapery well indicated and artistically cast. On the opposite 
side of the Cross stands St. John, directed in action towards it. A circular 
nimbus is over the head, which is too large in proportion to the body, and the 
expression of the face is wretched. St. John is clad in mantle and tunic ; he 
raises the left hand as if in astonishment, and holds a book in the right hand ; 
the feet project from beneath the tunic. 

The foot of the Cross is kept in place by a wooden wedge ; a little herbage 
marks the foreground ; the background is quite plain. The veins of the wood of 
the Cross are prominently indicated. A black borderline encloses the composition. 
Colour has been applied. The Cross, nimbi, book and tunic of St. John 
are yellow, his mantle and the lining of that of the Virgin are madder red, as is 
also her tunic. 

[6 J X 4| in.] [Coloured.] 

THE INSTRUMENTS OF THE PASSION. 

MEDDLE OF THE FIFTEENTH CENTURY. 

UPPER GERMANY. 

(No. 33, Wbigbl.) 

HE various instruments of the "Passion" of our Lord associated with 
the busts of the persons connected with His condemnation and sacri- 
fice, have been arranged together by some of the early German 
masters in a formal manner, and entitled the " Arms of Christ." 
Such has been the case in the present example. On the large sheet before 
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us are representations and effigies, more or less minute, of most of the persons 
and objects connected with the sufferings of Christ, from His seizure in Grethse- 
mane to His death on the Cross. They are sjnmietricaUy arranged so as to 
balance each other in the composition, and below on a broad margin are the 
words — 

t tMifi * 0int « tiie • tuafirn « iemi « cri0ti : 

in Gothic characters. 

At the four comers and along the sides of the composition are busts of the 
persons inyolved in the furtherance of the *' Passion.** At our upper left hand 
corner is Caii^has, below is Herodes Agrippa, and at the lower angle Pilate. At 
the upper right hand comer is an attendant, below Judas kissing Christ, and lower 
still ^e head of Peter and two of the commoner attendants. At the upper half 
of the design is a Cross in the middle, with the superscription above. On the 
cross-beam hangs the purple mantle and the seamless garment of Christ, above 
which latter are the three dice. A large nail projects from each end of the trans- 
verse beam. At the lower part of the Cross projects a nail, immediately below 
which some branches of the wreath of thorns twist around the foot of the upright 
limb. On the left of the Cross the column of flagellation runs up obliquely fr^m 
the foot of the former to the bust of Caiaphas ; around this column is twisted 
the rope that secured our Lord. In the space bounded by the capital of the 
column, the bust of Caiaphas, and the end of the transverse beam of the Cross, is 
a hand holding a bundle of twigs to replenish the fire. At the right hand of the 
Cross a ladder runs up from its foot obliquely to the bust of Peter in the upper 
right hand corner. On the third rung of the ladder above stands a cock, and in 
a triangular space below, formed by the bottom of the seamless robe, the upright 
limb of the Cross and the ladder, is a large borer, which pierces a branch of the 
wreath of thorns. By the side of the ladder, and just above the heads of Judas 
and Christ, is a large knife — that which cut off the high priest*s servant*s ear. 

Near the base of the column and the ladder is on each side a large five-petalled 
rose, in the centre of which is a cruciform nimbus bearing upon it an open hand 
with a bleeding wound in the middle from the piercing by the naiL Below the 
heads of Judas and Christ on the right hand is a lanthom. At the pointed foot 
of the Cross is a large heart pierced on our left by a lance, from the wound caused 
by which runs a stream of blood. Above and parallel with the handle of the 
lance is a scourge with three knotted tails. On the opposite side is a forked reed 
holding a sponge, and underlying the reed diagonally is a rod for castigation. 
Below the heart are a large pair of forceps and a hammer. To the left of the 
former is another large rose, &c., bearing in its middle a wounded foot ; a like 
rose and foot are on the other side by the hammer. Below the forceps and ham- 
mer are two crossed staves or wands passing through a loop of the loin doth 
which was around the body of the Lord. At the lower left hand comer by the 
head of Pilate is a basin and ewer ; at the opposite comer is the hand that smote 
Christ, and the branch placed in derision in his hand. From the foot of the Cross, 
underlying the four roses and passing down towards the bottom of the print, is the 
wreath of thorns formed of two stout interwoven branches, between which run 
the column and ladder, scourge, lance handle, rod, sponge reed, forceps and 
hammer. A double black lined border encloses the whole. 

Colour has been resorted to. The woodwork, nimbi and metal objects are 
yellow. The wreath of thorns and rod are faint green, the flesh parts psde cinna- 
bar ; the blood-drops, roses, column, heart, and draperies varying shades of mad- 
der red. The utensils, branch, and border between the lines are coloured yellow. 

On this print Weigel remarks — 

" The inscription is Upper German, and towards Upper Germany, Augsburg, 
or Ulm the colouring points. From the form of the cross in the glory, from 
that of the sleeve-cuff on the hand, fr>om that of the lance, of the knife, and of the 
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letters, it may be concloded that the prmt was produced during the second quarter 
of the fifteenth oentnrj. The paper is tolerably firm and smooth ; a watermark 
b not present** (Op. cit. vol. L p. 67.) 

In connection with the " Instruments of the Passion,** ^ the foUo wing work may 
not be uninteresting to some of our readers. 

^^ M^moire sur les Instruroenta de la Passion de N. S. J.-C.,** par Ch. Rohault 
de Fleury. Paris, mdgcclxx, 

[15 X lij-in,] [Coloured.] 



C. 9. 
INSTRUMENTS OF THE PASSION. 

LATTER TfflRD OF THE FIFTEENTH CENTURY. 

UPPER GERMANY. 

(No. 45, Wbigel.) 

LESS complete series of the instruments of the '' Passion ** than the 
example just described. 

On a little hillock stands a Cross with tablet and superscription ; 
below the latter hangs a wreath of thorns, and then a large heart 
pierced at the lower region by a lance corers the upright limb of the Cross. On 
this heart lies the naked infant Saviour holding a scourge in the right hand and a 
rod in the lefl. A nimbus is over the head. At the four comers of the design 
are the pierced hands and feet, which appear to issue from small clouds. A nail 
projects at each end of the transverse limb of the Cross. A double border line 
encloses the whole. 

This little symbolic print was formerly in the cabinet of T. O. WeigeL 
He remarks concerning it — 

" The drawing is correct, but with extremely coarse and strong lines. The ink 
of impression is black, but has frequently not worked off, as, e.g. in the fingers and 
the right foot. The colouring is very coarse ; the wreath of thorns, the hillock, 
the rod, and the upper border are of verdigris green. The shadow-edges of the 
Cross, the stream at the wound, the cloud of the right hand and the lower border 
are mineral blue. 

The impression appears to have been taken with the press. A watermark 
is not evident. Not anything can be decided as to the age and source of the 
print ; still the indication of the shadow-edge of the Cross with colour points to the 
second half of the fifteenth century. The technic is probably Upper Grerman. 

[3 X 2|^in.] [Coloured.] 

^ " The fifteenth century was the period when these subjects were most frequently 
represented, and it is rare to find an example so early as this one [pi. xviii. nr. i.] 
of the tenth century from the Saxon Benedictional of S. Ethelwood in the coUec* 
tion of the Duke of Devonshire. Here angels are holding some of the emblems 
of the Passion accompanying a representation of the Saviour coming to judgment.** 
(Twining's " Symbols and Emblems,** p. 38, p. 40. PI. xix.) 
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C. lO. 

THE SACRED CIPHER. 

MIDDLE OF THE FIPTEENTH CENTURY. 

SWABIA. 

fmS design is composed of the Cross and letters ^yhs^ STmbolizing 
^ Jesus ; ** '* in Hoc signo ; ** '* Jesus Hominum salrator.** In the 
middle is the Cross, forming the upright part of the letter *' A ; ** on the 
left of the latter is a large " y,'* and on the right hand the letter << b,''^ 

Above the Cross is a large crown, from which, at the upper part, spring three 
branches, bearing at their extremities appendages of an acorn-like character. The 
central and shortest branch bears three glands, the two other branches have one ' 
acorn each branch. Two branches also run out from beneath the crown, having 
acorns at their ends. These latter branches are longer than the upper ones, and 
are each looped once at their extremities. Below the Cross and cipher letters is an 
inverted lily (?) embedded in much ornamental leaf-work. 

The design is enclosed within a double-lined border, and has been coloured. 
The border and crown are jellow, the Cross is crimson madder, the letters crimson 
madder, yellow, grey, and green ; all these tints are present in the flower below. 

"^ These colours," writes Weigel, '* point to Swabia. The paper has not any 
water-mark. The print was produced probably about the middle of the fifteentii 
century — at least, the style and treatment of the ornamental portions tend to such 
an inference. The decoration of the crown with eicheln (glands or acorns) is pecu- 
liar ; such has not previously come before me on analogous prints, and the symbolic 
meaning of which in relation to the general design is less clear and apparent than 
would have been that of ordinary leaf-work employed in its place. Perhaps it 
may be hence inferred that we have here to do with a playing-card designed for 
the ecclesiastical' orders, and not simply with a representation of the religious 
symbols. Such playing-cards ar^ present in our collection. The eicheln would 
not appear then out of place, and would simply illustrate the suit of * glands * in 
Crerman playing-cards." ('* AnflKnge, etc.,** vol. ii. p. 175.) 

We are not disposed to accord with this view of Weigel. In the first place, 
the size of the print, though not positively n^;ativing it, is certainly against it. 
In the second place, a gold thread or otherwise composed aoom-like ornament la 
an old and still frequent termination to decorative cords and bands. 

[8 by Si in.] [Coloured.] 

* See Twining's " Symbols and Emblems,** p. xi. pi, v. 
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C. II- 
THE VIRGIN AND INFANT CHRIST. 

LATTER THIRD OP THE FIFTEENTH CENTURY. 
UPPER GERMANY. 

(No. 52, WSIOBL.) 

^HE figare of the Virgin is represented to below the chest, supporting 
the infant Sarionr on her left arm. The Virgin lodes towards the 
right hand, and on the Child npon her arm. On her head is a rich 
diadem ornamented with jewc^, encirding which is a nimbns with 
broad border, adorned with large stars. The hair is combed back from off the 
forehead, and falls in soft wares npon the shoulders. Over the latter is thrown a 
mantle with an ornamented border, fastened with a jewelled brooch at the neck. 
The mantle is slightly open in front, disclosing the tunic beneath. The right 
sleeve of the latter is visible, and has an ermine cuff. Over the right shoulder of 
the Virgin passes obliquely a straight, double-edged, naked sword, its point 
directed towards the right breast, one end of the arm of the parry-gtiard touching 
the outer and lower part of the edge of the nimbus, while the handle abuts on 
the border line of the print The Virgin raises the right forearm and hand in 
front of the chest, holding delicately with the thumb and index finger the extreme 
end of a scroll, which runs up by the right arm of the Child to above the Virgin*s 
left shoulder. On this scroll- is inscribed in monkish characters ^u « €0 ♦ al])|)a* 

The infant Saviour, supported by His mother*^ left arm and hand, looks towards 
our left. He extends the left leg and flexes the right one ; between the legs 
passes the upright limb of a Cross, which rests on his left shoulder, and extends 
mncb above His head. The transverse beam of the Cross in part seems to rest 
on the outer edge of the cruciform nimbus encircling Christ*s head. Christ places 
both hands on the front of the longitudinal beam of the Cross, from which, im- 
mediately above the left hand, projects the nail for piercing the feet. At the ends 
of the transverse limb project the nails for the hands, a large wreath of thorns 
hangs on the Cross between them, and above is a scroll having on it the letters 
u fi* f* U The in^Mit Saviour is quite naked ; the hair of the head is arranged 
as a mass of r^:ular stiff curls. 

Below the Virgin are clouds of the conventional type common to prints in 
the maniere criblee, and from which she seems to spring. 

At the upper right hand comer of the print is a broad scroll, bearing the fol- 
lowing inscription in seven lines — 

(EEcce poi0ti0 e iit in rui9) 
et in Ee;ntre0ioem multor 
3[n i|)eru0ale et in 0icnu5 
nS cQtraHicet et tu9 ip0iu0 
ai mam p an00iuit 6laliiu0 
. et retieilent z% multt0 
coTBibu0 cocitatione04 

This inscription, which, from the mistakes of the engraver and the manner in 
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wblch it has been inked and printed off, is yerj illegible, is taken from Luke, chap- 
ter ii. Terse 34, viz. — 

" Ecce positus est hie in niinam, et in resorrectionem multorum in Israel: et 
in signiim, cui contradicetur : et tuam ipsios animam pertransibitgladius, ut reve-' 
lentut ex multis cordibus cogitationes.'* 

On the whole, this is a fine and striking composition, and, as respects some points, 
deserving of considerable praise. The drawing throughout is determinate and correct, 
while that of the hands of the Virgin is even delicate and refined, notwithstanding 
the heaviness of some of the lines. The expression and action of the Virgin mother 
are tender and agreeable, combined with a noble, even regal style. The weakest 
part of the design is the infant Christ, particularly as respects the extremities and 
head. 

The forms are almost entirely in outline, a few muscular markings and folds 
about the neck and arms only being indicated. The impression has been carefully 
and richly coloured, adding much to the ornamental character of the print. It was 
formerly a notable piece of the Weigel collection, and concerning it its previous 
possessor made the following remarks — 

** The impression has been worked off in black colour and in a generally satis- 
factory manner, though in many places the black is grumous [griesslich], and in 
others so thickly blurred as to have run over the forms intended to be indicated. 
This is especially the case as regards the inscription, the letters of which are so 
blurred as to be undecipherable without the aid of other inscriptions. 

'* The colouring is retained pretty accurately within the contours, and is rather rich 
in style. The inner disc of the nimbus [of the Virgin] and the external border of 
the latter are green, the outermost edge is black, and the innermost border circle 
is cinnabar red in colour. The stars in the border of the nimbus, the Virginia 
hair, as also that of the child, the crown, the knob and parry -guard of the sword- 
handle, the upper side of the cross, the brooch, and the lining of the mantle are of 
a deep ochre yellow. The mantle of Mary is of a brownish pale carmine red. The 
border has yellowish-green edges, and a middle part with alternating cinnabar red, 
white and verdigris green diagonal stripes in it. The tunic and the outer portions 
of the clouds are of a slate grey, as is also — though pale — the sword-blade. The 
mouths of Mary and of the Child, the disc of the glory of the Child, the handle of the 
sword and the inner side of the clouds are deep cinnabar red, the flesh parts of 
j^ale cinnabar red colour. The sides of the Cross, the border, and part of the cru- 
ciform appendage of the Child*s glory, are of a pale carmine red ; the inner part of 
the cruciform appendage, the crown of thorns, and the under stratum of the clouds 
are of alike green colour to that of other green objects. The cuff of the sleeve, the 
edging of the clouds and the scrolls are of the natural colour of the paper.** 

A black, but here and there imperfectly impressed, line encloses the compo- 
sition. 

The technic is indisputably that of Upper Germany, but to judge from the 
style of colouring adopted, particularly from the dirty, cloudy carmine red, the yel- 
lowish-green, and the dirty, dark ochre yellow colours, it can hardly be that of 
Swabia, though the free use of cinnabar points to Augsburg. 

The form of the parry-guard and the stiff, hooked folds of the drapery, would 
place the time of the production of this print in the middle of the second half of the 
fifteenth century. A watermark is not apparent. 

[15 XI Of in.] [Coloured.] 
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C. 12. 

THE VIRGIN AND CHILD WITH FEMALE 
SAINTS, OR A "HORTUS CONCLUSUS;^ 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

PAYS-BAS (P). 

(No. 53, Wbigbl.) 

HE Blessed Virgin with the infant Saviour and eight' female Saints are 
seated in a circle within a garden, the composition representing a yarietj 
of that which is known in Art History as a " Hortns Ck>nclu8us,** which 
embodies the words in the '^ Canticum Candcorom,'* cap. iy. t. 1 2- 

15— 

'* Hortns conclusus soror mea sponsa, hortus conclusns, fons signatos • . . fons 
hortorum.** 

Above and about the centre of the circle sits the Virgin, directed slightly to- 
wards the left (of the spectator), holding the infant Christ on her lap, whom she in- 
clines towards St Catherine. On the head of the Virgin is a richly decorated 
crown, on the high and open arch of which is a small cross. A circular nimbus is 
also present. The ample mantle, which spreads in folds upon the ground, is open 
above in front, exposing the tunic, girdle and left hand, which touches tenderly the 
]n&nt*s right foot. The head-cloth falls gracefully over the Virgin's shoulders. The 
infant Christ is entirely naked, and is supported on His mother's right thigh by her 
right hand. A cruciform nimbus is over the Child's head ; He puts out the right 
hand to meet the right hand of St. Catherine, and places the left hand on His chest, 
while He looks down upon the union of their hands. 

On the right hand side of the Virgin sits St. Catherine of Alexandria, whose 
head is encircled by diadem and nimbus. At her feet is a wheel lying flat on the 
ground, in het left hand the handle of a straight sword directed obliquely down- 
wards to the wheeL St. Catherine puts forward her right hand to meet that of the 
infant Christ, about to place the ring upon her finger, which ring, however, is not 
here to be satisfactorily made out. This action represents the ** Marriage of St. 
Catherine" which, *' however treated, must be considered as a strictly devotional 
subject; it is not an incident, it is an allegprical vision implying the spiritual union 
between Christ and the redeemed soul. This is the original signification of the 
subject, and there can be no doubt that the religious interpretation of the * Song of 
Solomon,' with aU its amatory and hymeneal imagery, led the fancy to this and 
similar representations ... the introduction of angels as attendants or of beati- 
fied personages as spectators, or other ideal accessories, must be considered as 
stricUy in harmony with the subject, lending it a kind of scenic and dramatic inte- 
rest, while it retains its mystical and devotional character.'* ('^ Sacred and Legen- 
dary Art," p. 287.) 

On the other side of the Virgin is St. Dorothea looking towards St Barbara 
on the right. A nimbus encircles her head, around which is a wreath of roses. She 
holds a basket of flowers (roses?) before her. By her side sits St. Barbara, who 
looks up at St. Dorothea. Over her head is a nimbus, and the long hair falls be- 

^ A small part of the drapery only of one Saint is represented. 
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low the shoulders. Her mantle is slightlj open oyer the chest, exposing the tunic 
and girdle. She supports a tower on her knees with both hands. There are three 
windows in the tower, which is circular and surmounted by a slender-pointed top, 
«t the extremity of which is a knob. 

Next, and at the lower part of the circle, sits St. Margaret, whose back and 
profile-face are towards the spectator. Both diadem and nimbus encircle the head, 
>the long hair of which descends below the waist The mantle of St. Margaret 
falls completely down firom the shoulders, displaying the left arm and tight-fitting 
tunic. The Saint*s left hand rests upon her knee, and from it passes down a cord 
or chain securing a dragon by the upper part of the body, who is on the ground 
in firont turning his open mouth towaurds the right. St. Margaret looks towards 
St. ApoUonia, who is seated next to her, and in the front of the general circle of 
beatified attendants. The back of the latter Saint is towards the spec^tor, while 
her profile-head is turned towards St. Margaret, whom she appears to be address- 
ing from the upraised position of her right hand. St. Apollonia holds erect in the 
left hand a pair of large forceps, containing a tooth. To the left, on a level with 
St ApoUonia, sits a Saint [St. Beatrix ; St Brigidaof Kildare?], whose name it is 
not easy to determine, since the lower part of the print has been torn away, and with 
it probably the representation of an emblem which might hare made the diagnosia 
easy. The front of this Saint is turned towards the spectator, the three-quarter 
profile-face and her action are directed towards the left, where sits St. Ursula on 
a level in the circle with St. Margaret on the right. The unknown Saint holds a 
long and lighted candle in her right hand ; her left hand is on her lap. She is clad in 
mantle and tunic, the former open in fr>ont ; her long hair falls over the shoulders; a 
nimbus encircles her head. She appears to address St Ursula on the extreme left. 
On the head of the latter are both diadem and nimbus ; she holds a large arrow in 
the left hand. She turns towards, and appears to address, the Saint with the lighted 
candle, throwing back the head somewhat and raising the right hand. Above St 
Ursula is seated another Saint, but of whom only a small part of the nimbus and 
of the drapery is represented. A strip of the impression is defective at this side, 
from which parts of a tree, of the wall, of St. Ursula, and of the Saint above her 
are wanting. 

The ** Hortus Conclusus ** is within a low octagonal wall and contains four 
trees at the background with flowers and herbage sparsely scattered in front. 

This print was formerly in the Weigel collection, and is referred to in the 
** Anf linge, etc.," as follows — 

'^The drawing of our print, though certainly not incorrect, is nevertheless 
rather hard ; the folds of the draperies are oft^ angular, and not satisfactorily 
oast Here and there in the draperies, part^cidarly in those of the Blessed Virgin, 
some hatchings may be found. The technic is heavy and craftsman-like, and the 
expression given to the faces by the draughtsman has been rendered in a laboured 
and imperfect manner. The impression worked ofi'in black colour with the press 
is not everywhere sharp, and is often grouty or grumous, as, e, g, in the hair of 
the persons seated lowermost in the circle, where there is much black colour, and 
in many of the emblems. The colouring is of a negligent kind, and very peculiar 
as respects the colours selected. It is true that the mineral green employed for the 
trees, the ground, the funics of St Margaret, St Barbara, and of the unrecog- 
nizable Saint is of usual occurrence, as is also the deep ochre yellow of the nimbi, 
the crowns, hair, tree-stems, and wooden objects. The like may be stated of the 
mineral blue employed in the mantle of the Blessed Virgin. On the other hand, 
the use of mineral green for the wall, as also the following circumstances, are 
striking. The Blessed Virgin wears the Imperial Crown (Empress of Heaven^ see 
Grimm, 'Preface zur Goldenen Schmeide des Konrad von Wurzburg,* S. xxxviL f.), 
the hoop or arch of which, going transversely over the crown, and bearing the 
cross, is violet, and the semi- hoop, passing from the back to the central point of 
the chief hoop, is bright blue in colour. The tunics of St Eatherine, of the 
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Blessed Virgin, and the mantle of St, Dorothea are of a cherry-red colour, in 
various gradations. The mantles of St. Ursula and of St. Margaret are daric 
yiolet, the first redder, the second bluer in tint than the other respectively. The 
drapery of St. Apollonia is green, shaded with violet, giving rise to a ' watered ' 
appearance. The colours here noted are peculiar to this print, and have not been 
observed by us elsewhere. Frc»n this style of colouring we must conclude that our 
example was not produced either in Swabia or in Franconia. Perhaps this style 
of colouring sprang from Cologne or ftom Burgundy. 

<*The arrangement of the hair of the females, the strong curls of the infant Christ, 
the close-fitting bodices of the tunics, the already somewhat angular folds of the 
draperies, the strong marking of the female breast, and the mannered acticm of the 
right hand of St. Apollonia, induce us to aacribe the production of the print to the 
third quarter of the fifteenth century. 

^* The paper is strong, somewhat grey in colour, and has the bull*8-head, with 
a short stem ending in a cross, as water-mark.** 

According to the author here quoted, there is a picture ascribed to Meister 
Wilhehn, of Cologne, in the Royal Museum at Berlin (No. 1 238), which has much 
analogy to the present composition. The student will do well to turn to some copy 
of the much discussed ** Brussels Print of 141 8 ** for a modified treatment of tiie 
present subject. References to such copies may be found in the author*s ** Intro- 
duction, &c," vol L p. 168. 

[10 X 6|^ in., imperfect.] [Coloured.] 



C. 13. 
SAINT JEROME. 

MIDDLE OF THE FIFTEENTH CENTURY. 

UPPER GERMANY. 

(No. 24, Weigel.) 

{One of the Four Fathers of the Laiin Churchy Cardinal. •!• 420.) 

It. JEROME is seated in the middle of the composition, occupying 
nearly its entire length. He is directed towards our left hand, where 
sits the Lion. To t^e right of the Saint is a desk with an open book 
on it, above which is a lanthom with a light, suspended by a thick cord 
from a kind of gibbet-like support which springs from the border line of the prmt 
St. Jerome is of youthful appearance, is in cardinal's costume, with a nimbus 
over the hat. The flowing cloak is open slightly in front over the chest, displaying 
the tunic beneath. 

The Lion is of the heraldic type, and rather grotesque in appearance. He 
raises the left paw to the hands of the Saint, who is extracting the thorn from it 
Above the Lion, and forming part of the background, are rocks and two trees. The 
angular steps of the seat on which St. Jerome is seated descend to the inner and 
lower border line of the print 

Above the head of St Jerome is written, in MS., in black ink, ^totct^ 
^etOltim^» in red ink ieronim^, and again in bkck ink, in large characters, 3|etonl3» 
Lower down, near the right shoulder of the Saint, is written in small and now faint 
characters — 

^^ ftancto oerotn on pro me P 
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On one page of the book open on the desk may be read — 
*^^ isSSte/ierom/me o/ra pme/ff* 0&/' 

The print has been coloured. The nimbus, tree stems, lion, seat, desk and 
lanthom are yellow. The cardinal's hat, light in the lanthom, cord of the latter, 
lion*8 tongue, &c. are of red lead of various gradations. The mantle and rocks are 
of carmine madder ; the foliage, and part of the ground and background, are of a 
bright green tint; yellow colour has been applied between the double black border 
lines. The &ce of the Saint and the cape of his mantle have been left white, with 
the exception of the mouth, which is bright red. The marking of the folds of the 
drapery is peculiar. 

The bright style of colouring adopted leads to the supposition that Bavaria, or 
at least Upper Germany, was the place of origin of the print. 

[71- X Si in.] [Coloured.] 



C. 14. 
SAINT NICHOLAS OF TOLENTINO. 

MIDDLE OF THE FIFTEENTH CfiNTURY. 

GERMANY. 

(A chief Saini of the Order of St Augustine, •{• 1305.) 

(No. 35, Wbigkl.) 

^EXT to the patriarch St. Augustine, the chief Saint of the Order of 
the Augustines, is St. Nicholas of Tolentino. He is here represented 
standing, clad in the habit of his Order, tonsured, the head encircled by 
a large and bordered nimbus, and with a six-rayed star upon his breast. 
In his left hand he holds a long blossoming lily stalk, and in the right hand a dish, 
on which are two birds, one of which has large outspread wings. The Saint is 
beardless and of inexpressive countenance. On the right hand kneel three figures, 
apparently &ther, mother and son. The father wears a short coat without 
collar, buttoned in front, and having a skirt with full folds, such as appears on the 
dancing figures of certain Italian tapestries, which are considered by Keller 
to be of Italian origin. His yellow hose reach to the soles of his feet. The 
mother is draped in a long close mantle and folded linen head-dress. The son 
has on a short coat without collar, girded round the waist. All three figures 
raise their clasped hands, and look up to St. Nicholas as if asking for his inter** 
cession. 

On the lefl hand is a long, broad and waved scroll, running the whole 
length nearly of the print On this scroll is inscribed, in rather large monkish 
characters — 

^ 6anctu0 % nicolaa0 %}kt% tolentino % IbttMa % umtti % 9tt0ii0tiiii jc/' 

A single black border line encloses the composition. The print has been 
slightly cut away at the lower part. 

Colour has been had recourse to. The long cowled robe of the Beatified 
Augustinian Friar is of a dark brown, from below which robe on one side at 
the feet (not visible), and over each wrist, small portions of the white 
under-dress may be seen. The waist girdle b of a deep maroon colour. 
The star, the border of the nimbus, the bodies of the birds, the dish and 
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the hose of the kneeling fkther are dirty yellow. The diac of the nimbus, the 
draperies of the kneeling female and her son, the wings of one bird and the scroll 
are of a madder red colour. All the faces and hands are shaded in light red ; the 
lilj stem and for^pround are bright green. 

Though the countenance of the Saint is very poor in design and expression, 
the drawing generally is easy and correct, and the actions of the kneeling figures 
in particular are good. 

*' The draperies are long, flowing, and soft. In their folds are to be seen the 
small hooks only which had already appeared before the year 1450. . The impres- 
sion was taken with the rubber most probably. The ink of impression is of a deep 
black colour, and has sunk through the paper. The colouring is careful and lively. 
, • . , The paper has half an ox for the watermark. The print was most likely 
produced shortly after the canonization of the Saint, or towa^s the middle of the 
fifteenth centuiy, as is evidenced by the flowing draperies and their soft folds.'* 
(Weigel.) 

[9t X 7iin., imperfect.] [Coloured.] 



C. 15. 
SAINT SEBASTIAN. 

MIDDLE OF THE FIFTEENTH CENTURY. 

BAVARIA. 

(Patron Saint •}• 287.) 

(No. 29, Wbigkl.) 

}N a hillock in the middle of the foreground of the composition stands 
St. Sebastian, bound to a tree, the heavily-leafed top of which ex- 
tends from the Saint's shoulders to the upper border line of the en- 
graving. The head is slightly directed in action towards the right, 
the hair is dense, and the Saint is bearded ; a circular nimbus surrounds the 
whole. The body is pierced by nine arrows, and is undraped with the exception 
of the clothure of the hips by narrow close-fitting drawers. On our right are two 
soldiers, one of whom is drawing a bow and arrow on the Saint ; the other is hold- 
ing an -arrow in his mouth while he gets ready a cross-bow, which he supports on 
his right knee and leg, as he rests on the edge of the hillocks The caps of these 
men are rather peculiar, being round and close-fitting at the tops, and having broad 
bands of fur (?) at the lower parts. The soldier with the cross-bow has on short 
black boots. On the left hand stands another soldier drawing a bow and arrow on 
the Saint. His hat is slouching at the brim, and sharply pointed at the top ; he 
has on soft yellow leather boots, folded over at the knees. The style of die 
sleeves is noteworthy. The drawing of the tree foliage is careM and peculiar, 
quite out of the conventional manner of the time. The folds of the draperies do 
not exhibit any hooked forms. 

The print has b^en coloured. The body of Sf . Sebastian has been left white, 
the nimbus, tree stem, bows, arrows and boots of one soldier are bright yellow; 
the tunics of two of the soldiers are of madder; the dress of the soldier with the 
eross-bow and the cap of the one on the left are brownish-grey in colour ; the hair 
of the Saint and the fur of the caps of two of the soldiers are of a deep brown. 
The foliage and the foreground are bright green. A rather broad black border 
encloses the composition. 
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According to Weigel the impression '* appears to hare been taken with the 
rubber. The costume points to the end of the second quarter of the fifteenth 
century as the time of the print. We conjecture that it was produced at Al- 
tetting, the patron Saint of which was St. Sebastian. The style of colouring 
agrees with that of the prints of Upper Bavaria. The watermark is a bull's head, 
of which the lower part only is visible." (Op. cit. vol. i. p. 3.) 

[7fX5|-m.] [Coloured.] 



C. 16. 
A FEMALE SAINT AND MARTYR. 

LATTER PAKT OF THE FIFTEENTH CENTURY. 

PAYS.BAS(?). 

{N a raised step in the foreground stands a female Saint, directed in 
action towards our left. On her head are a diadem and nimbus ; the 
long hair falls over the shoulders. She is clad in mantle and tunic ; 
in her left hand she bears a palm branch erect and raises the right to 
a level with her waist, which is high. Her feet are just visible, clad in shoes. 
She appears to stand beneath an ornamental arched canopy, which is supported by 
a column on each side, the bases of which columns come down in the foreground to 
the inner border line of the print, and are somewhat in advance of the feet of the 
figure.' Above, however, the head and nimbus of the Saint are in advance of or 
before the upper part of the canopy which springs directly from the capitals of 
these same columns,*8howing great carelessness of design. 

Between the columns and behind the figure hangs a floriated curtain or drapery. 
On the top of a circular ornament placed on the upper edge of the arch of the 
canopy at each side sits a bird in profile. A broad double-lined border encloses 
the design. In the upper border space is an inscription partly in reverse, the 
words being intended apparently for 6ant . iBtHtftf but relative to what Saint 
and Martyr we cannot decide, as not any particular symbol nor personal attribute 
is present. Though the proportions are bad, some parts of the drawing show 
practice and knowledge, while others are wretehed. 

Colour has been applied in a coarse and heavy manner. ^The disc of the nim- 
bus, diadem, palm branch and lining of the mantle are yellow ; the border of the 
nimbus, mantle, arch of the canopy and columns are shades of red madder ; the 
curtain and ornaments of the canopy shades of green. The step, capitals and part 
of the bases of the lateral columns are yellow. The border between the lines is 
also yellow. 

The technic of this print is peculiar. At first sight it appears that much of 
it is of handwork alone, but close examination will show that the handwork has 
been confined to thickening some of the lines and filling up the spaces between 
lines imperfectly worked ofi* in the impression. The different coloured inks in 
such lines betray the process. We suspect that there was both intagliate and 
relief work on the original metal, which was executed probably for experimental 
purposes. From the form of the letter we read as a / in '* Sant,*' we incline to 
itunk this print may be of Flemish origin. 

[6f X 4i: in.] [Coloured.] 



Digitized by 



Google 




164 METAL OUTS. 

C. 17, 

FOUR CUTS FROM THE "HORACE'^ PRINTED 
AT STRASSBURG. 

1498. 

lUT a. The illustration to the tenth ode of the second book, foL 
xxxviii. G ii. 

Cut b. The illustration to the thirteenth ode of the third book, fol. 



Cut c. The illustration to the fifth ode of the fourth book, foL haoL verso. 
O il 

Cut d. The illustration to the tenth ode of the fourth book, fol. IxxxyL P iL 
On the verso is the illustration to the eleyenth ode of the fourth book. 

The work from which these cuts hare been taken has the following title 
(above a large cut on the recto of the first leaf) in Gothic characters*- 

'< (t^oratii flacd Denu0ini» 
ll^oete Urici opera cQ qui 
hu0Dam 9miotatoih> Jmaainibtuique pulcf)er 
timi0* aptidque aH ^naia concetUja % 0entftia0/' 

On the verso of folio ccvii. is the following colophon, the first line of which 
is in Gothic characters, the four other lines are in Roman type — 

** ^laioratum impcefmimque tgt^ Q^oc eleoang 2)tna 

tum : spledidum : comptumque Horatii flacci YenesinL Ijrici Poete opus, cum 

utilissimis ar 
gumetis: ac imaginibus pulcherrimis : in celebri: libera: imperialique urbe 

Argentina, opera 
et ipensis sedulis ^que laborib* Providi viri Johanis Reinhardi cognometo 

Giiminger ci 
vis eiusde urbis argetinensis : qrto idus Marcii — absolutu vero Anno domini 

M.ccocxcviii" 

Dr. Dibdin, in noticing this edition of Horace (" Bibliotheca Spenceriana,** 
ToL ii. p. 90), remarks — 

** The first and erery book of the odes, and indeed of the entire works of 
Horace, are filled throughout with a profusion of small whole-length figures con* 
stantlj repeated. These figures are oocasionaUy the same in character with those 
which appear in our own early printed books of the fifteenth century, especially 
in the Sbepherd^s Calendar. The collector may also meet with them in the small 
pieces of Copland and Wyer, as well as of almost every printer of the same period ; 

nor must it also be concealed that the greater number of them will be 

found in succeeding early editions of Virgil and Horace.** 
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PREFATORY REMARKS. 



^ROM the history of wood engraving having now 
% become a part of popular knowledge^ and con- 
|p sidering what has been already stated in former 
^ prefatory remarks^ we may be excused from en- 
\ tering here into details which otherwise might 
V have been not unnecessary. It must suffice to 
call attention to the following points only in con- 
nection with this department of Art. 

1. The earliest date hitherto met with on an impression from an 
engraved wood block, and which is generally accepted as genuine, is 
1423. This date may be seen on the well-known " Buxheim St. Chris- 
topher " in the possession of Earl Spencer, which was shown at 
the " Caxton Celebration Exhibition,'' held at London in the year 
1877. It is not improbable, however, that this particular impres- 
sion was worked off a few years after the block had been engraved ; 
but this remains an open question. 

2. There is a print known as the "Brussels'' or " Malines 
Print " — the Virgin and Child and four female saints as a Hortus 
condtutus'— on which is the date 1418. But it is the opinion of some 
good authorities that the numerals on the print have been tampered 
with, Passavant having gone so far as to maintain that the date had 
been originally 1468. Be this conclusion correct or not, it must be 
admittesd that there are sufficient doubts as to the validity of the date 
1418 as to authorize objections to the precedence of this print over 
the St. Christopher of 1423. 

3. There are reasons for believing that a few impressions from 
wood blocks engraved before 1423 (and 1418) have come down to 
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us. Bat these extremely rare examples Iiave not any dates on ihem, 
and it is their intrinsic characters of design and technic alone that 
may incline the observer to accept or reject the early dates assigned 
by certain writers for their production. We know for a surety, how- 
ever, that the death of an " incisor lignorum^' is recorded in a -ne- 
crology of the Nordlingen Franciscans, which ends with the com- 
mencement of the fifteenth century,^ and that a person was entered 
on the Burger books of Niimberg as Hans Formschneider in the year 
1397. Exception has been taken, nevertheless, to these early records, 
it having been supposed that " incisor lignorum '^ may refer to a 
wood carver, and that the early Burger books are not to be depended 
on for exactness. 

"The Burger books,'* writes Heller, •'were very superficially 
compiled, and the profession was but seldom given. Some persons 
were named either after their trades or their birthplaces, as, for ex- 
ample, Hans Schmidt, Hans Formschneider, Hans from Apolda. 
The information obtained from these books is, therefore, not always 
to be trusted, and a person who appears as Formachneider may as 
readily have had this name as a family name, as the term to signify 
his business. Thus in the Burger books of Niimberg of 1397 there 
appears a ^ Hans Formschneider,^ but he was a tailor, and his name 
was Hans Forman. In the Nordlingen books may be found one ' Hie- 
ronimus Brief trucker,' but he was a shearer.'' (Op. cit. p. 25.) 

An impression from the seal *' S. Johannis Plebani," rector of 
St. Moritz at Augsburg, with the date of 1407 on it, is extcuat and 
has been impressed from a seal engraved in relief either on metal or 
on wood — but from which is doubtful. But independently of all 
factually recorded dates earlier than the time of the St. Christopher, 
if the date of the latter print be accepted as truly denoting the. time 
when it was produced, 1423, and the design and technic of the print 
be considered, it surely must strike every one that, although it ex- 
hibits traces of the childhood of the art, the cut in which they occar 
jpxLst have had predecessors. It can scarcely be supposed, consider- 
ing the state of the arts at that time, that the first trial in the practice 
of wood engraving should have turned out so successfully and that 
it would be provided with a date. That none perhaps, or so few 
and doubtful of the immediate contemporaries of the St. Christopher 
have reached our time, is explainable probably in the following 
manner. The cuts in question were printed off on a soft and tender 
cotton paper and distributed chiefly among common people and 
children at the schools of brotherhoods and convents. Hence they 
became soon destroyed. Had printed books existed at their period 

^ Heller, " GeschichtederHobBschneidekunstjetc.," Bamberg, 1823, pp. 19, 25. 
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or had MSS. been in the hands of the many, some of these incu- 
nabula might have descended to ns in the way that others of a later 
origin have done — pasted in the covers or on the leaves. But such 
was not likely to have been the case^ the commonalty in general 
could not read even if such books had existed^ or if MSS. had been 
within their reach. Those persons who then possessed manuscripts 
and MS. books belonged to the higher and richer classes^ and to 
them whose tastes had been formed on the delicate and beautiful 
work of the miniatari, such^ too often uncouth and gaudy prints^ as 
many of these priimtice must have been^ would offer but small at- 
traction; hence their chances for preservation were reduced to a 
tninimum. 

It is not unlikely, however, that could we now see certain of the 
earhest predecessors of the Buxheim woodcut, which have escaped 
us, they might be found less uncouth and Gothic than are their im- 
mediate successors, since it is probable, as before observed (p. 50), 
that traces of the Byzantine characteristics of religious Art would 
have pervaded them instead of their being merely a craftsman-like 
and vulgar translation of the Gothic principles of the schools of 
JPlanders and of Cologne. Be this as it may — ^if when we look at 
the St. Christopher, with a date of the first quarter of the fifteenth 
century, and confess it must have had its forerunners, what are we to 
thinkwhenwelook at some oftheblockbooks to which notafewpersons 
have been disposed to assign a nearly, if not quite, as early a time 
of origin ? That certain of these xylographs, as e.g. the '^ Ars Me- 
morandi " and the '' Apocalypse,^' may not be much younger than 
the print in question may be conceded perhaps, as also that not much 
more talent, whether of design or technic, is displayed in them. Tet 
of these, as of other incunabula, it maybe said that inferiority of design 
and technic does not necessarily imply antiquity, as a work may be 
simply bad and not old. But what are we to say of the '' Ars Mo-* 
riendi,'' the first edition, now in the General Library of the British 
Museum ? Of the first edition — so considered by some — of the 
'' Biblia Pauperum '' belonging to the department of Prints and 
Drawings ? Some of the designs in the first work are worthy of 
Van Eyck himself — they are beautiful — and their technical execu- 
tion far beyond anything like that of the other incunabula which have 
been mentioned. To several of the designs and figures in this parti-* 
cular edition of the^'Biblia Pauperum'' also high praise may be given 
^ — ^if not so high as in the case of the " Ars Moriendi " — for the 
manner in which the drawing and technic have been carried out. In 
these xylographs so much artistic feeling and of practised manipula- 
tion is clearly visible, as to show that both designer and engraver 
were, relative to their times, masters in their arts. If such be the 
case, it must be assumed that these works were produced some time 
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— perhaps a quarter of a century — after the St. Christopher, or that 
when the St. Christopher was produced there was far higher talent 
engaged in the same department of Art than we should be warranted 
in inferring from the St. Christopher alone. 

M. Ch. Ruelens, of the "Royal Library at Brussels, has recently 
(1877) published, as the sixth part of the '^Documents Iconogra- 
phiques et Typographiques de la Bibliotheque Royale de Belgique,'^ 
an account of a " L^gende de St. Grerrais *' in MS., illustrated witi 
woodcuts which, as fSur as the designs go, he awards directly to Yan 
Byck. M. Ruelens observes — 

*' Our attribution of the Legende to Jean Van Eyck is marked 
by great boldness, we admit. However, we do not go so far as to 
pretend that he himself cut the wood blocks. He confined himself 
probably to furnishing the drawings of the compositions, drawings 
which a ' tailleur d^images * rendered as he could. But under any 
circumstances the work bears the living imprint of the intervention 
of the master . . . • We believe that the Legende was executed after 
the death of Hubert, between 1426 and 1440, the year of the death 
of Jean. Since it might happen that the reproduction pf the frag- 
ment of the AgntLs Dei ensued while the wound to the heart of Jean 
caused by the loss of his brother was still bleeding, we are the more 
inclined torestrict the preparation of the Legende to between the years 
1426 and 1432.'' (Op. cit. pp. 8, 9.) 

Hubert Van Eyck died in 1426, Jean in 1440; Meister Wilhelm 
of Cologne died in 1378, and Meister Stephan, the pupil of Wilhelm 
of Cologne, in the year 1451* 

Whoever were the able designers of some few of the early and 
bettet* works of the fifteenth century, the examples which we have 
received of their capabilities are certainly few in number. The mass 
of the prints of that time are, as before remarked, more noteworthy 
for their want of good drawing and of refinement of treatment than 
for their possession of such characteristics. Who the authors also 
of these latter prints were, we know not, as they do not bear any re- 
cognized mark, cipher, &c. to indicate the names of their producers^ 
or the localities of their production. 

As we approach the end of the fifteenth century, however, we 
can in some instances fnake reasonable conjectures, but even then^ 
and during the early part of the sixteenth century, the wobdcuta 
which come before theiconophilist, and have hereafbertobe described^ 
are most justifiably entitled — as they generally are, indeed — 
^' Anonymous.'' 

Among the examples under the present Division (D.) may be 
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found two or tliree which might with some propriety, we think^ have 
been placed among the impressions from metal plates engraved in 
relief. But knowing the difficulties often attendant on the diagnosis 
between the two classes of impressions here implied, we have preferred 
allowing them to remain in that division under which they were 
arranged when they first came before the notice of the present 
writer. 
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D. I. 
BIBLIA PAUPERUM (PR^DICATORUM). 

MIDDLE OF THE FIFTEENTH CENTURY. 

NETHERLANDS. 

^HIRTY-EIGHT folios or sheets of' an original edition of the Block 
Book, generally known as the *' Biblia Pauperum/' a title which wa 
agree with Heller, Chatto, and some others, in considering as mis- 
leading, and that should be changed to ''Biblia Pauperum Pnedi* 
catorum." ' 

The complete form of this edition consists of forty folios — signatures a to tl 
twice over. These signatures — Gothic letters — are placed immediately above the 
middle division of the central triptych in the space formed by the divergence ot 
the two scrolls, running at the lower part of the upper compartment of the general 
composition. The letters of the first twenty sheets are without points (a) before 
and after them $ those of the second twenty have points before and after them 
(* a '), with the exception of the letters it, 0, t, 0, which are devoid of points. 
In the present copy, the sheets of signatures b and C are wanting. 

As originally issued this Block Book of forty leaves (in one edition there are fiffy 
leaves), of small square folio size, received the impressions from the engraved blocks 
on one &ce only of die leaf'-anopistographic. The impressed faces were placed opposite 
each other, two by two, in sequence ; the second impressed page being opposite 
the first, the fourth to the third, and so on. By these means the blank sides of the 
second and third leaves, the fourth and fifth, &c. become also opposed to each 
other, so that when they were pasted together the work assumed the appearance 
of a book printed in the ordinary way on both sides of the paper. The two im- 
pressed pages which throughout the book face each other occupy the same sheet 
of paper, and appear to have been printed firom a single block, so that the entire 
work of forty pages was engraved on twenty blocks. 

The copy in the Print Department of the Museum has been cut in half sheets, 
which are now (1878) loosely mounted on thin cardboard. In some respects it 
answers to the first edition of Heinecken, in others to the second ; to the fifth of 
Sotheby, and is one of the '' three original editions of the Latin Bible of the 
Poor" of Berjeau ("Livres Xylographiques," p. 23). 

^ Consult on this point Heller^s " Geschichte der Holzschneidekunst, etc.,'* 
Bamberg, 1823, p. 341 ; Jackson and Chatto's "Treatise on Wood Engraving," 
London, 1839, p. lOl ; and WeigeFs " Anfange, etc.," vol. ii. p. 128. 
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Of the edition before hb there are seyeral copies or yersions* 

Some years since the present copy was in the possession of the late Mr. Samuel 
Woodburn (wanting, as it does now, signatures b and c), after which it passed 
into the collection of engrayings formed by Mr. Cunningham — a collection pur- 
chased entire by Mr. Smithy and by him sold to the trustees of the British 
Museum. 

It is quite beyond the province here of the writer, and of the character and 
limits of this catalogue, to enter on a general critical history of the various versions 
and editions, whether MS., zylographic, or typographic, of this Block Book — the 
'* Biblia Pauperum.** The subject has been laigely treated of by several well- 
known writers, and to these reference must be made for information concerning it. 

From among authorities on the subject of the '* Biblia Pauperum," the follow- 
ing may be selected as likely to answer the purpose of the general inquirer — 

" Id^e Gr^n^rale d*une Collection complette d'Estampes." Par C. H. von 
Heinecken. Leipsic et Vienne, 1771. p. 292. 

** An Enquiry into the Origin and Early History of Engraving, etc.** By 
William Young Ottley. London, 1816. VoL i. p. 1 1 1. 

**' A Treatise on Wood Engraving, Historical and PracticaL" By John Jack- 
son. London, 1839. P* lOl. 

" Principia * Typographica." By Samuel Leigh Sotheby. London, 1858. 
Vols. i. and ii. 

'* Catalogue Illustr^ des Livres Xylographiques.** Par J. Ph. Berjeau. London, 
1865. p. 23. 

Also, by the same author, *' Biblia Pauperum," reproduced in fkcsimile from 
one of the copies in the British Museum. London, 1859. 

" Die Anf ange der Druckerkunst in Bild und Schrift.*' Von T. O. Weigel 
imd Dr. Ad. Zestermann. Leipzig, 1 866. Vol. iL p. 1 28. 

Li the ''Introduction** to M. Beijeau^s facsimile copy, a full list of writers on 
the subject from the year 1487 to that of 1858 is given. 

It will be our duty here simply to describe such specific marks characterizing 
the technical execution of the present copy as may serve to indicate its relations 
to other editions and copies of the Biblia Pauperum. 

Previous to doing this, however, we cannot refrtiin from placing before the 
reader the followmg cautionary observations of T. O. Weigel, when noticing 
M. Beijeau*s reproduction of this Block Book — 

'''Die copyist^ of the London example, from not properly understanding his 
original, made ^my mistakes [in the text] ; and just as Heinecken did not read 
them aright, so- Beijeau has not always hit on what is the true reading. Thus the 
alterations made by the latter, and given in the ' Interpretatio typorum,* iq^pear to 
us ui^justified. The number of places in which, based on a comparison of the very 
readable text of the Leipzig Town Library copy and the text of the Vulgate, we 
differ from Beijeau is too great for us to indicate their details here. We must, 
therefore, confine ourselves to declaring that M. Berjeau^s text cannot pass as 
trustworthy, a declaration the more necessary since bibliographers of repute, like 
Dibdin and Falkenstein, and, more recently, Sotheby, have trustmgly copied the 
errors of Heinecken, and hence Beijeau also-— whose great services we would 
as willingly acknowledge as we do those of Heinecken — may without examination 
lead to erroneous conclusions." (" Anf Snge," voL ii. p. 1 36.) 

The central triptych of the illustrations in the ''Biblia Pauperum** is formed 
or divided by four columns, which are sometimes shaded and sometimes not, 
according to the edition. It has been supposed that the plan of the original 
edition of all was to shade three of the columns (beginning with the column on 

' I.e., the old copyist of the original issue, from whose copy of the latter was 
made the facsimile which M. Beijeau published. 
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the left band), and to leave the fourth oolomn unshaded, since the greater number 
of the sheets of the supposed original edition exhibit three columns onlj shaded. 

Secondlj. The central mouldings of the bases of the two inner cplumns of the 
triptjch are sometimes shaded, sometimes not, as e^, — 





Thirdly. In certain editions the signature letters of the second twenty cuts are 
without points, as before remarked. 

These characters and their modifications will be made to serve here as diag- 
nostic features, arranged in the following table. 

In the first column of the table are the signature letters, pointless or pointed, 
as they occur in the Print Room copy. In the second division, the number of 
columns of the central triptych which are shaded is indicated. In the third 
division is a key to the shading or not of the central moulding of the bases of the 
inner columns of the triptych* When a moulding is shaded it is marked I, when 
left plain O. 



Sio. 


Ck)LU]iM8 Shadsd. 


MOULDIKOS ShaDBD. 


a 


4 — 


I — I 


^ 


4 — 


— 


e 


4 — 


— 




3 — 


I— 




3 — 


— 




3 — 


— 




2 — 


— 




3 — 


•0 — 




3 — 


— 


m 


2 — 


— 


n 


3 — 


0—0 





3 — 


0-0 


P 


2 — 


0—0 


q 


3 — 


— 


t 


3 — 


0-0 


« 


3 — 


0-0 


t 


2 — 


0-0 


u 


2 — 


— 


•a- 


2 — 


— 


•h- 


2 — 


— 


•c* 


2 — 


— 


•^• 


2 — 


— 


•e- 


3 — 


— 


•f- 


3 — 


— 


r 


3 — 


O-i-O 


•*• 


3 — 


— 


•1- 


2 — 


— 


•6- 


2 — 


— 


•I- 


3 — 


0^0 


m* 


3 — 


0-0 


n 


2 — 


— 
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Sio. 


CoLinfirs Shaded. 


Mouldings Shaded. 





2 — 


0-0 


•p- 


3 — 


0—0 


a- 


3 — 


0-0 


r 


3 — 


0-0 





3 — 


0-0 


•f 


3 — 


0-0 


•t)- 


3 — 


0-0 



To these particular characteristics may be added the following — 
In the architrave immediately above the capitals of the inner two columns of 
the triptych are, in alternate cuts, two triangular-shaped ornaments, the upper 
and horizontal division of which is sometimes shaded, sometimes not. Thus it 



IS I 



-^r^ 



On Sig. a. 



W'^'^ 



On Sig. e; one shaded, one not. 








Neither shaded on Sigs. Bpfa'*C'"i''I'*n' 



Both shaded on Sigs. i I mt -e- 'B* -p* 'f f 



The ornament in the arch above the central column of 
the design in the upper division on Sig. * fc ' answering to 
Heinecken*s mark of the second edition. (Op. cit. p. 307.) 



The tiara worn by Moses, on Sig. *P' has two horns on 
the top, as in Heinecken*8 second edition. (Op. cit. p. 30 7.) 



The ornament above the central pillar in the lower divi- 
sion of the design on Sig. *Q*, as in Heinecken*s second 
edition (p. 308). 



On Signature fc, and following the word " David," at the lower part of the 
uppermost design of the general composition, are the figures iS^, and which, 
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writes Mr. Chatto, "lootnider to be intended for 34. They are the only 
instances in the volume of the nse of Amhic, or rather SptaaiA^ nnnflniia.** (OfL 
cit. p. 109.) 

The more frequent watermarks in the present copy are the two keys^ the 
arms of Champagne^ and the Paschal Lamb. For an example of the first, see 
Signature t (folio zx.) ; for the second, Signature C (folio y.) ; and for the third. 
Signature m (folio xii.). 

The following remarks by Mr. Chatto on the copy of t^e Biblia Paupemm, 
in the King*s Library of the Museum, and which was formerly in the collection 
of M. Gaignat, at the sale of whose cabinet it was bought for King George III., 
are worthy of quotation in connection with the account of the Print Room 
edition. The former is 

*' a small folio of forty leaves, impressed on one side only, in order that the 
blank pages might be pasted together, so that two of the printed sides would 
thus form only one leaf. The order of the first twenty pages is indicated by 
the letters of the alphabet, firom a to t), and of the second twenty by the same 
letters, having as a distinguishing mark a point both before and after them, thus — 
*a'. In that which Heinecken considers the first edition, the letters n, 0, c, 
of the second alphabet, making pages 33, 34, 37, and 38, want those two distin- 
guishing points which, according to him, are to be found in each of the other three 
liatin editions of forty pages each. Mr. Ottley has, however, observed that Earl 
Spencer*8 copy wants ^e points — on each side of the letters n, 0, r, of the 
aecond alphabet — thus agreeing wiih that which Heinecken calls thelfirst edition, 
while in all other respects it answers the description which that writer gives of the 
presumed second. Mr. Ottley says that Heinecken errs in asserting that the 
want of those points on each side of the said letters is a distinction exclusively 
belonging to the first edition, since the edition called by him the second is likewise 
without them. In fact, the variations noticed by Heinecken are not only insufficient 
to enable a person to judge of the priority of editions, but they are such as might 
with the greatest ease be introduced into a block after a certain number of copies 
had been taken off. Those which he considers as distinguishing marks might 
easily be broken away by the burnisher or rubber, and replaced by the insertion 
of other pieces differing in a slight d^ee. From the trifling variations noticed by 
Heinecken in the first three editions, it is not unlikely that they were all taken 
from the same blocks. Each of the triangular ornaments in which he has observed 
& difference might easily be reinserted in the event of its being injured in taking 
an impression. The tiara of Moses, in page 35, letter *p', would be peculiarly 
liable to accident in taking an impression by firiction ; and I am disposed to think 
that a part of it has been broken off, and that, in repairing it, a trifling alteration 
has been made in the ornament on ito top. Heinecken, noticing the alteration, has 
considered it as a criterion of two different editions, while in all probability it only 
marks a trifling variety in copies taken from the same blocks.*' (Op. cit. p. 105.) 

Not long after the Print Boom copy had been obtained by the Trustees of 
the Museum (which was shortiy before the death of Mr. Josi, then Keeper), Mr. 
Carpenter made a careful comparison of it side by side witii the copy in the 
King's Library before mentioned. The results of tiiis comparison were noted in 
MS. by Mr. Carpenter on the mountings of the sheets of the Print Room edition. 
A transcript of these notes here follows — 

Sig. A, fol. 1. (See under D. 2.) 

Sig. E, fol. 4. The form of the flame of the taper held by the female in 
the centre composition of the Purification is totally different from that in the 
copy in the Library of the British Museum. The (Gothic tracery above the 
altar in the composition to the right of Samuel's devotion to the Church is 
much better drawn in this copy. 



Digitized by 



Google 



178 WOODCUTS. 

Sig. F, fol. 5. This appears to have been printed from a block of a mneh 
coarser grain than the same print in the copy in the Librarj of the British 
Musenm. There are also differences in the forms of the design ; see the tree 
in tl\e centre design of the flight into Egypt ; also the drapery thrown oyer the 
stick of Jacob on the lefb, and the windows at the foot on the right. 

Sig. F, fol. 6. In this print there are evident differences between it and 
t^e one in the Library. See the spots on the broken Tables of the Law in 
the design to the left ; see also the broken spear of the falling idol in the centre 
design, and the hand of the broken idol on the ground to the right. 

Sig. G, fol. 7. T^is differs from the Library copy. See the forms of the 
hands and the outline of the hair in the kneeling figures in the design to the left ; 
see also the form of the sword of the figure near the foreground in the centre 
design, and the right hand of the female figure standing on the left in the design 
to the right hand. 

Sig. 11, fol. 8. The trees in the three designs are Tery different from those 
in the other copy, and the drawing of the cattle in the design to the right is yerj 
different. 

Sig. I, foL 9. The drawing of the feet of the figures in the design to the left 
is yery different. The tops of the buildings to be seen across the sea are more 
perpendicular here than in the other copy. The drawing of the foot of St. John 
in the centre design is better here. The hands of the man bearing the grapes, 
who walks first, are different. 

Sig. K, fol. 10. See the difference in the form of the flames about the pot in 
the design to the left ; also in the architecture in the background of the centre 
design ; also the forms of the branches of the trees in the design to the right. 

Sig. L, fol. 1 1. See differences in the forms of the trees and the lines of the 
landscape in the design to the left ; also in the centre design, and in the child in 
the design to the right. 

^. M, fol. 12. See difference in the ornament above the pillar which 
rises between the two prophets at the top ; in the drapery of the angels in the 
design to the left. 

Sig. N, fol. 13. Observe the variations in the background to the left; in 
the drapery falling over the feet of the Magdalen in the centre design ; in the 
herbage in foreground of design to the right. 

Sig. O, foL 14. See trees in the background of the design to the left ; also 
pinnacle on the building in the background of centre design, and the tree, and 
better drawing of the building in the background of the design to the right. 

Sig. P, fol. 1 5. Compare the drawing of the lamb on the shoulders of the man 
in the centre design with that in the other copy ; also the trees and lines in the 
distance of design to the right. 

Sig. Q, foL 16. See ornament above the centre pillar in the top design; 
also the forms of the feet, both in design to the left and to the right. 

Sig. R, foL 17. See differences in trees in design to the left; also the superior 
drawing in the architecture to the right. 

Sig. S, fol. 18. Notice the trees in design to the left; the lines above the 
' windows in the centre design ; also the superior drawing of the heads ; the lines 
in the sky in the design to the right. 

Sig. T, fol. 19. Observe the differences in the working of the lines on the 
foot of the man in armour behind the king on the design to the left ; also the 
superior drawing of the drapery over the tub in the centre design. 

Sig. y, fol. 20. See differences in the drawing of the demons, and of the 
instruments they hold in their hands in the design to the left ; differences in the ^ 
hands of Christ in the centre design ; also in the flames at the bottom of design to 
the right. 

Sig. 'A', fol. 21. See differences in tree and lines of ground in design to the 
left ; in the form of the club in the hand of Malchus in the centre design ; also of 
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the lines on the casques of the men-at-arma in the design to the right. This has 
not the distinction noted by Heinecken as marking what he considers the first 
edition. 

Sig. *B*, foL 22. See differences in the pinnacle of the throne above the head 
of the queen in the design to the left ; also of the foot of Pilate in the centre de- 
sign, and the drawing of the feet in design on right hand. 

Sig. *C', fol. 23. See drawing of the bank below the figure of Noah in the 
design to left ; the minarets and trees in background of design to the right. 

Sig. *D', fol. 24. Observe differences in the stones on the ground, and in 
the form of the club of the armed man dragging Christ, in the centre design. 

Sig. 'E', fol. 25. See differences in the anatomical markings of the body of 
Christ in the centre design. 

Sig. *F*, fol. 26. Notice the ornamental pillar in the centre of the upper part, 
and the markings of the body of Christ on the cross. 

Sig. 'G*, fol. 27. The principal difference in this is in the forms of the lines in 
the shadows throughout. 

Sig. *H*, fol. 28. See differences in the forms of the ornament over the pillar 
in the centre of the upper design; see also difference of form of the leg of 
Samson in the design to the right 

Sig. *I*, fol. 29. See diff*erences in form of the cross borne by Christ in 
the centre design ; also of the lines in the head of the fish in the design to the 
right. 

Sig. 'K*, fol. 30. See ornament in the centre over the pillar in the design at 
the top ; also trees in background of design to the left. The size of the circles 
about the tomb in the centre design ; also the buildings in background of the de- 
sign to the right. 

Sig. "L*, fol. 31. See shadows under the projection of the cross, on the gable 
of the house in design to the left. Notice the trees and background both of 
centre and right hand design. 

Sig. 'M*, fol. 32. See differences in ornament above the pillar in the centre of 
the upper design ; in lines of background in design to the right. 

Sig. N, fol. 33. See variations in the buildings in the background to the 
left ; in the. windows of centre design ; in the building in background of design to 
the right. 

Sig. O, fol. 34. Notice the difference in the ornament over the centre of the 
pillar in upper design ; in the tree to the right, and line of distances in the design 
to the left ; in the tree to the right in the design on the right. 

Sig. •?•, foL 35. See difference in the lines behind the Almighty in design to 
the left; the shadows on the draperies in the centre design; so also in those of the 
figures in the design to the right. 

Sig. 'Q*, fol. 36. See differences in form of ornament of the pillar in the 
centre of the upper design; the figures, too, in the Library copy are outlined only, 
or are without shadows. 

Sig. R, foL 37. See differences in the trees ; in the drawing of the Gk)thic 
work on the throne of the king ; of the form of the child in swathing clothes in 
the design to the right. The bow on which Christ sits here in the centre design is 
formed with two lines only. The lines of the king's drapery are very different in 
the design to the right. 

Sig. R, fol. 38. Observe the diff*erences in the overthrown buildings in the 
design to the left; the marked variations in the heads of the demons in the 
centre design. The trees and buildings in the design to the right are very dis- 
similar. 

Sig. "R*, fol. 39. See differences in the windows of the ftirthest building in the 
design on the left hand. The heads of the small figure in the centre design are 
very dissunilar. Notice also the forms of the rays in the design to the right, those 
in Uie other set being very sharp at the points. 
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Sig. *y*, foL 4a The foi^ns of the crowns in both the left side design and in 
the centre one are better in the Print Boon! copj, and the hands and heads are 
better drawn throughout. 

W. H. C. 



BIBLIA PAUPERUM. 

MIDDLE dp THE FIFTEENTH CENTURY. 

NETHERLANDS (P). 

^HREE folios — Signatures a, lb, C— of an edition of the "Biblia Fan- 
perum,** different to the edition before described [D. l]. 

The differentia in these cuts are so marked and varioas, as not to 
leave any doubt that the cuts are from other blocks than those which 
afforded the impressions of the edition D. 1 . Attention may be directed, «.^. to the 
general form of the long scrolls in the upper divisions, and in particular to the 
position of their ends in relation to the upper line of the architrave of the central 
triptych in Sig. a. To the form of the letter^ in ol5sb and yirgis of the eighth 
and ninth lines of the inscription on the left of the upper division of Sig. a. 
To the fact of three columns being shaded and one plain in Sig. a ; also to the 
drawing of the capital of the central right hand column in the middle triptych, and 
to the form of the serpent*s head in Sig. a. 

A tabular arrangement of details, as in D. 1, presents the following indica- 
tions — 




Sio. 


Columns Shaded. 


MooLDiKos Shaded. 


a 


3-0 


I —I 


lb 


4 — 


0-0 


c 


4 — 


0-0 



Mr. Carpenter's notes of his comparison of these sheets with D. 1 and other im- 
pressions, are to the following purport — 

'' Query if this [a, lb] and the following leaf [t] are not of a later impression 
than the rest of the set.** ^ 

^ These [a, b] are laterimpressions of the same blocks as those of the Spencer 
copy bound up with the * Apocalypse; * the binding being dated 1467.** 

'* The marks at the ankles of Eve are here wantuig.** 

" No. 1, No. 2. On the second page of the copy in the Library of the British 
Museum (c. 9, d. 2), the horns of the cow in the print of the ' Nativity * are black. 
The spots indicating nails in the woodwork behind the manger in which the in&nt 
lies, are far more numerous, and there are not any indications of nails on the side 
of the manger itself as in the present print. 

" The drawing of the toes of Moses is also different. 

^ Not any hatchings here. 

'* No. 3 [Sig. C]. In this print the crowns on the heads of the females in the re- 
presentation of the Queen of Sheba's visit to Solomon, are very differently formed 
to those in the copy in the Library of the British Museum, said to be the second 



^ These three folios were formerly included with the set D. 1 , in order to supply 
the Sigs. lb, C, there wanting. 
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edition. So is the Gk)t]iic tracery in the npper part of the throne of David in the 
left hand design of the middle triptych.** 

Sot far Mr. Carpenter. Mr. Sotheby writes — ' 

*' The paper upon which this sheet [Sigs. a and lb] is worked, is of a much 
thinner quality than any other we have previously met with as used for the Block 
Books, and is apparently of Italian manufacture. It has for its watermark on a, 
the Three mounts within a circle. The next leaf, C, is also of the same edition, and 
bears the same watermark. 

** These three leaves [a, lb and c] were obtained from an imperfect copy in 
the possession of Messrs. Payne and Foss ; the remaining twenty-eight leaves of 
that copy were sold at the sale of their stock of books in 1 849, when they were 
purchased by Mr. Stevens, the American bookseller, for £l 1 5<.** (" Principia 
Typographic^,** voL i. p. 59.) 



D. 3. 
BIBLIA PAUPERUM. 

MIDDLE OP THE FIFTEENTH CENTURY. 
NETHERLANDS (?). 

|ORTIONS of three cuts — Signatures H, fc, I— of an edition of the 
** Biblia Pauperum '* different firom the editions previously noticed. 




D. 4. 
BIBLIA PAUPERUM. 

(ORIGINAL, MIDDLE OP THE FIFTEENTH CENTURY.) 
NETHERLANDS. 

^IRST proof of a facsunile of Sigilature a from a copy of the ** Biblia 
Pauperum,** formerly in the possession of Mr. Wilson and afterwards of 
Lord Vernon. The proof was taken in the year 1 853, and presented 
to the Museum by S. Leigh Sotheby, Esq. 
In connection with this facsimile, reference i^onld be made to Sotheby's ^ Prin- 
cipia,** voL ii. p. 51. 
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BIBLIA PAUPERUM. 

(ORIGINAL, MIDDLE OF THE FIFTEENTH CENTURY.) 

NETHERLANDS. 

Facsimile of a cut — signature i — ^from a " Bibb'a Paupenun." 

This copy was formerly in the collection of the Rev. C. M. Orach- 
erode, who has appended a MS. note to the print. Mr. Sothebj, it 
would appear, had also an impression, of which he gives a copy in 
the " Principia " (vol. ii.), accompanied by the following remarks^ — 

" Among our collections formed with the view of illustrating the various edi- 
tions of the Block Books, we have an impression of a wood engraving of the ninth 
page of the Bihlia Pauperum^ of which our plate is an exact facsimile. We are 
unable to discover of what edition it is. The engraving in our possession is evidently 
intended to represent some original. All we can state is that, if an edition does 
exist, engraved throughout in the same style as that from which our facsimile is 
taken, it must present the most grotesque series of wood engravings on this subject 
that could well be designed. It may have been engraved as an illustration for some 
work on the Block Books ; if so, it is as ridiculous as the engraving from the ' Biblia 
Pauperum,' given as a * facsimile ' id the ' Encyclopaedia of Literary and Typo- 
graphical Anecdotes,' p. 94, by C. H. Timperiy, mi>gccxliii.*' (Op. cit p. 54.) 



D. 6. 
BIBLIA PAUPERUM. 

(ORIGINAL, MIDDLE OF THE EIGHTEENTH CENTURY.) 

NETHERLANDS. 

ACSIMILE of a cut, Signature H, apparently from the same copy of 
a "Biblia Pauperum," of which D. 5 is a part. ' 

D. 7. 
BIBLIA PAUPERUM. 

(ORIGINAL, MIDDLE OF THE FIFTEENTH CENTURY.) 
NETHERLANDS. 
DUPLICATE and later impression of the facsimile copy, D. 6. 
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D. 8. 
BIBLIA PAUPERUM. 

(ORIGINAL, MIDDLE OF THE FIFTEENTH CENTURY.) 

NETHERLANDS. 

FEN and ink drawing of the designs on the second Signature of a 
** Biblia Fauperum.** The inscriptions have not been copied. 

D. 9. 
APOCALYPSIS SANCTI JOHANNIS, 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

f HE lower design of a page of the Block Book, generally known as '* His- 
toria Sancti Johannis Evangelistie ejosqne Visiones ApocaljpticiB." 

The subject represented b the despatch of the Evangelist to the 
Emperor Domitian. In the scroll at the top of the composition is the 
following inscription in Gothic characters wjth contractions — 

p* ftanctu0 3(o|>&nne0 romam mittitur ac Homiciano imperatoti ctutielliieiisimo 
c^ti0tianonim per0ecuto(i pieoematur/' 

It appears to be an original and early impression from the block now in the 
possession of Earl Spencer, and from which block the example next to be de- 
scribed is a modem impression. 

The block could have been bnt very little worked from when this impression 
was taken, as not any effects of fractures, worm holes, nor imperfections are appa- 
rent, and which may be easily observed in the modem production. 

The paper is old, and has the bunch of grapes for watermark, but from its tex- 
ture we should assume this version of the *' Apocalypse *' to have been on3 of its 
later editions. 

D. 10. 
APOCALYPSIS SANCTI JOHANNIS. 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

^N impression of the two designs on 4n original wood block engraved for 
an edition of the Block Book usually termed the ** Apocalypse.*' The 
wood block is now in the collection of Earl Spencer. It was formerly 
the property of Mr. Joseph Ames ; afterwards belonged to Sir Peter 
Thompson, kuight, from whom it descended to Major Thompson, his nephew, who 
presented it to Mr. Astle in 1 799. 

The upper design represents St. John taken before the Prefect ; the lower 
design shows the Evangelist being sent to Domitian, and is apparently from the 




Digitized by 



Google 



i84 WOODCUTS. 

same block as the impression before noticed — ^D. 9. Impressions from this original 
block may be found also in the '* Bibliotheca Spenceriana,** vol. i. p. 8, and in 
Sotheby's " Principia Typographica," vol. iL p. 50 b. 

Mr. Sothebj remarks concerning this block — 

'* At first sight it would appear to have been one of the smes used for the 
fourth edition of the work, but a minute comparison of the impression with the 
corresponding one in the fourth edition, proves it not to have formed a portion of 
that series of blocks. In the impression of the page taken from the original block 
there is a blank space between the upper and lower subjects, while in the fourth 
edition a single li^e separates the designs. Again, the features of the various 
figures in the latter are more delicately engraved. We must therefore come to 
the conclusion that this original block belonged to a series of blocks of an edition 
which as yet is undescribed." (Op. cit vol. i. p. 5.) 

*' The block was one of a series not described by Heinecken, nor by any biblio- 
grapher. The block bears evidence in the many breakages of having been much 
used .... The formation of the letters in the inscriptions, though a little thinner, 
is very much the same (as in the 4th edition), and its character is very like to that 
in the inscriptions of plate Ixviii. — [D 5] from an unknown edition of the BibUa 
PaupeAim, of particularly coarse design, and of evidently late execution.** (Op. 
cit. p. 50 a.) 

The original wood block was exhibited at the "Caxton Celebration Exhibition** 
at London, 1877* 



D. II. 
"DER ENDCRISTE." 

(Print Room Library , Oerman Worki^ H2-) 
FIRST DECADE OF THE SIXTEENTH CENTURT. 
GERMANY. 

COPY of the first typographic edition of the Block Book known as the 

" Entkrist ** ^ and " Quindccim Signa.** 

In the Middle Ages the doctrine was established that a particular 

person would appear, and under pretence of being the Christ foretold 
by the Prophets would mislead many devout persons, endeavour to destroy the 
work of the true Messiah, and establish the Devil as prince of this world. This 
Antichrist was himself to be a child of the Devil, and to work wonders through 
his infernal power. The history of Antichrist was early delineated in manuscripts, 
xylographs, and typographic works. The details of the legend therein recorded 
appear to follo^^ generally the "Tractatus de Antichristo quomodo nasci debeat** 
of Albinus, written in the eleventh century, and the '* Compendium TheologisB 
Veritatis '* of Hugo von Strassburg or Hugo Argentinensis (Falkenstein, p. 27) of 
the thirteenth centiuy.^ 

^ i.e. " AvT*YpioToc,** — " Quis est mendax nisi is qui n^at Jesus est Christus? 
Hie est Antichristus qui n^at Patrem et Filium.** (Johan : Epist. i. cap. ii. v. 2.) 
For the various forms under which the term " Antichristus ** appeared in the later 
Middle Ages, see Weigel und Zestermann, vol. ii. p. 1 1. 

2 See Heinecken, "Idee (J^nerale, etc,** p. 386; also Dibdin, "Bibl. Spen- 
ceriana,** vol. 1. p. xxxi. 
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The works on Antichrist treat of his birth, life, and doings, of his final de- 
stmction bj Christ and the Archangel Michael, and of the descent of him to Hell. 
This histoid is generally followed bj an account of the ** Qoindecim signa extremi 
Judicii diem prsBcedentia.** 

The present version is considered to be the first typographic edition of the 
'* Antichrist, &c.'* It is without name of printer, place, and year of production, 
but probably had its source either at Niimberg, Ulm, or Augsburg, at the com- 
mencement of the sixteenth century. The work consists of twenty small folio leaves 
printed on both sides of the paper. The recto of the first leaf is occupied by type 
only, which commences with a large floriated capital H. On the verso of folio i. 
is a single large woodcut with three lines of printed text above. From folios 2 
to 1 1 inclusiye,^each leaf has two designs, both on the recto and verso. Folios 1 2 
and 13 have single large cuts on rectos and versos. Folio 14 has half the recto 
occupied by text and half by a single cut, the verso by text only. Folios 1 5 to 
17 inclusive have each two cuts on the rectos and versos, while folio 18 has two 
cuts on the recto and one large cut on the verso. On the recto of folio 1 9 is a single 
large cut, and text simply on the verso ; this is also the case with folio 20 ; on these 
pages the only designs are the ornamental initial letters. Above each of the cuts 
(with the exception of folio 18, verso), whether large or small, there are from two 
to five lines of typographic German text in lower case Gothic characters desoriptiTe 
of the adjacent illustrations. 

The ^'Life of Antichrist ** finishes on the recto of leaf 14, and then follows 
an account of the '* Quindecim Signa.** The prooemium on the recto of leaf i 
consists of 32 lines, commencihg, ^ Hye hebt sich an von dem Endcriste genomen 
und getzogen ussz vil biichem der heilige geschriffl,** and concludes with *' Das 
geschycht dann von gottes usserwelten wegen.** The initial H occupies part of 
eight lines of type, and its arabesque ornament runs across the breadth of the 

page- 
On the verso of leaf i. is a large cut representing the father of Antichrist making 

love to his own daughter. Above the seated couple a demon looks forth firom a 
small arch, as if presiding over the iniquity. Above the cut is the description : 
** Hye sytzet des Endcrist vatter und wirbt umb syn lyplich tochter in iippigkeit. 
die im der werck verwylliget Und empfachet von irem eygen vatter den anthycrist.** 

On the next page are two illustrations. The upper cut represents Jacob 
foretelling his children what will happen in the future. Above are five lines 
of text, banning, ^ Jacob sagt seinem sun Dan was im kiinfftig wurt, etc.** 

The lower cut exhibits the unnatural father in coitu with his daughter, from 
which follows the conception of Antichrist. Four evil spirits are present at the 
enormity. Above, the descriptive text begins, ** hye wiirt der anthicrist empffangen 
wider das gebot sUpschafit durch rat des tUfelg, etc.** 

The Upper cut on the verso of leaf 2 represents the birth of Antichrist, who is 
brought into the world by the Caesarian operation. Under the effects of the latter 
the mother appears to be dying, as an evil spirit is receiving her soul from her 
mouth. Two other demons are in attendance. 

The text above informs us that, ** Der anthicrist wiirt gepom in einer stat 
genant grosse babilonia und er wiirt aller untuged und boseheit vole, etc.** In the 
lower cut Antichrist is being circumcised. A demon attends the ceremony. 
According to the text, ** Der anthicrist lat sich beschnyden in Jherusalem.** 

On the recto of folio 3 Antichrist is seen leading a sensual life. He is in 
loving converse with a young female, while an attendant is approaching with a cup 
of wine. An evil spirit rests on the housetop adjacent. In the lower cut the 
Jews are rebuilding the Temple of Solomon at Jerusalem. Antichrist is not 
present here, not any demon is to be seen, nor is any direct reference made to 
Antichrist in the text. On the verso in the upper cut Antichrist may be seen 
learning from an adept how to make gold, and perform other magical procedures, 
with which he deceives the children of men. An evil spirit is by the furnace, which 
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the adept is blowing with bellows. This, according to the text, takes place in 
the city of " Corposaym." In the lower cut Antichrist is going firom " kayamajm,'* 
where he has awoke the dead through the assistance of the evil spirit. We are 
informed by the text above that *^ cristus ffluchte der stat im ewangely do er 
sprah . wee dyr kaphamaym." 

On the recto of leaf 4, the upper cut represents Enoch and Elias, who 
hare come from Paradise to preach for three years against Antichrist The 
latter is not to be seen, nor is any demon. In the lower cut *' helyas ** preaches 
^*der heyligen krystenheit** agamst Antichrist, who, attended by a companion, looks 
on, while a demon hovers above. On the verso in the upper cut is the prophet 
Enoch, following the example of Elias. Antichrist, attended by his demon, looks on. 
In the lower illustration Antichrist is burning the books of the Law, which he does 
when he stays in the places where Christ resided. Antichrist is throwing the 
books on a fire, while an evil spirit helps their destruction with a pitchfork. 

On leaf 5 above. Antichrist himself is in the pulpit preaching a new doctrine 
and a new Law. Behmd him in the pulpit stands an evil spirit. According to the 
text, ** das ist die erste lere domit er die welt betriigt/ mytt gUtter rede dye er 
kan.** Below, Antichrist is deceiving the world by working wonders. He 
raises the wind and the sea, and calms them again. The evil spirit, who is 
assisting him in his work, is seen beneath the rising ocean. In the upper cut on 
the verso Antichrist bids the withered tree blossom, and to become again dry. 
The attendant demon site beneath the tree. Below other wonders are being per- 
formed. A giant is bidden to rise from out an egg, a castle is suspended by a 
thread, and a stag is made to spring firom a stone. * A great winged demon pre- 
sides over these performances. 

On the recto of leaf 6 Antichrist is represented in the upper cut having the 
Jews marked on the foreheads and right hands, as indicating that they believe in 
him. Two evil spirits are here in attendance. Below, Antichrist sends forth 
his disciples to preach and inform the whole world that he is the true God and 
Messiah, who was to come on the earth. These disciples are receiving documents 
from Antichrist, by the side of whom stands his demon. On the verso in the 
upper cut a disciple of Antichrist is preaching before the King of Egypt and his 
people, while in the cut below, another disciple addresses the King of Lybia and 
his subjecte. 

On leaf 7 a third disciple is preaching to the King of Ethiopia, and a fourth 
to the Queen of the Amazons. On the verso of this leaf a disciple preaches to 
the Christian world the arrival of the true €rod and Messiah on the eart^. Below 
may be seen the kings of the earth, who have been brought to believe in Anti- 
christ, approaching him as a troop on horseback to do him homage. Here Anti- 
christ is seated on a throne, and is attended by three evil spirits. 

On the recto of folio 8 the kings of Egypt and of Etiiiopia, with troops of 
people, do homage to Antichrist. In the lower cut Antichrist bestows gold and 
silver on those who believe in him. Two demons are here in attendance, one 
holding a basket, from which Antichrist takes the money, the other having a 
filled basket on his back. In the upper illustration on the verso Antichrist is 
seen performing magical tricks, ** und heiset ein sill red end antwurt geben um 
alles das man sy fraget." Antichrist points to a column, around which clings an 
evil spirit. 

Below the kings of Egypt and of Ethiopia are marked on their foreheads 
and right hands as believers in Antichrist. The latter is here seated, having 
by his side an evil spirit with the head of a gigantic cock. 

In the upper illustration of the next leaf 9 — recto — Antichrist raises from the 
tomb the father and mother of the King of Lybia, who wUl not otherwise believe 
in him. A demon assists at the revivification, helping the parento to rise from 
their grave. In the lower cut the now believing Lybian king is being marked 
appropriately on the forehead and right hand. On the verso the upper design 
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•hows the difioiples of Antichrist biinging yarious kinds of personff to do homage 
to their master. Among them a bishop is prominent. In the cut below, those 
who will not believe in Antichrist are brought as prisoners before him. They 
are tied together and led hj a soldier in armour, with bow and arrows and 
shield. 

In the upper design on the recto of folio 10, the unbelievers in Antichrist are 
being* tortured for their obstinacy. Antichrist, prompted by an evil spirit, stands 
by giving directions. In the cut below, the people are hiding through fear, but 
hunger compels them to come out of their hiding-places. On the verso in the 
upper cut Antichrist sits on a low throne with sceptre in his left hand and stool 
at his feet, attended by a strange-looking demon behind. People come to pay 
him homage, and kned before him ; ** He exalts himself above all gods.** In 
the cut below. Antichrist is ordering the prophets '*helyam und enoch" to be put 
to death at Jerusalem. An executioner is about to decapitate one of the prophets 
as he lies prostrate on the ground. A circular nimbus is over the head of each 
prophet. A demon seems to hide behind Antichrist. 

On the recto of leaf 11, the upper design represents the prophets kneeling 
before an angel, who has brought them to life again. In the lower cut Antichrist 
has fallen down as if dead, and sleeps through magic. By his side lies an evil 
spirit also as if dead. People stand by and lament over their Lord. In the up- 
per cut on the verso Antichrist is emerging alive from the tomb on the third day 
of his death. He is declaring to those before him, " Seeht das ich geworer got 
und mensche byn.** An evil spirit behind him smiles approvingly at this cul- 
mination of his work. 

In the lower illustration Antichrist is represented imitating the Pentecostal 
Miracle. A winged demon casts down flames of fire on the heads of the disciples. 

On the recto of folio 1 2 is one large illustration, and three lines of text above 
it. Antichrist stands at the foot of a lull near Jerusalem, and bids the people 
go to the Mount of Olivet to see him ascend to heaven. On the verso is a single 
large cut and four lines of text above it. Here Antichrist having ordered the 
devils to carry him up above, God strikes him back and exclaims, *' As in the 
gloss on the Apocalypse in the thirteenth chapter — ^Michael, strike him dead. I 
will not bear any longer this wickedness.** Antichrist appears as if^ being pulled 
back into the jaws of hell. 

On leaf 13 is one large design and two lines only of text above it. Here 
Antichrist has descended on a mount in hell, where he is received by demons 
and his believers. Above is seen our Lord in the clouds attended by angels. 
A cruciform nimbus encircles His head ; He holds the imperial orb in His left 
hand and raises the other hand, while His expression is that of sorrow rather than 
of anger towards the arch-deceiver. On the verso is one large cut and four lines 
of descriptive text. Here may be seen the followers of Antichrist leading an up- 
roarious life after the death of their master. A banquet is going on, attended by 
loving scenes between the male and female guests. A dog, seated on a stool in 
the foreground to the right, looks up and howls at the infamy. 

On the recto of leaf 14 is one smaller illustration and sixteen lines of text 
above it Elias and Enoch are preaching (both out of the same pulpit) the 
doctrines of Christianity in the countries where Antichrist had dwelt, so that 
''Erit unus pastor et unum ovile.** Then is to come the Day of Judgment, 
against which not any one is safe. On the verso of this leaf (14) are thirty-three 
Ikies of text, with a large ornamental initial N. This text is a preface to the 
^ fifteen signs which shall happen before the Day of Judgment,** and which signs 
are represented in the subsequent twelve pages. Here, then, may be said to b^;in 
the *' Quindecim signa extremi Judicii diem prscedentia.'* 

The first of the fifteen signs is shown in the upper cut of the recto of leaf 15. 
The sea is rising up forty ells higher than all mountains, and remaining upright 
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lik£ "a walL Two men are gazing in astonishment at the uprisen sea. In the 
lower cut the second sign is represented. Here the sea is sinking down so deep 
that it is not any longer visible, the earth becoming drj and withered. Two men 
stand at the edge of the sea-shore conversing about liie cata8tax>phe. The third 
sign is on the upper cut of the ver»o. The inhabitants of the deep crj out towards 
Heaven, but Grod alone is aware of it. Here may be seen mermaids and mejmen, 
with other sea monsters, looking up towards Heaven. Below is the fourth sign. 
The sea and all the waters, great and small, ^ mit dem feiir verbriinnent" 

On the recto of folio 1 6 are the fifth and sixth signs. In the upper iUustration 
the birds congregate together in the fields, and neither eat or drink, as they fear 
the coming of the upright Judge. In this sign the trees and phmts sweat blood, 
but they are not here represented. Three persons are present with a remarkable 
group of birds. Below, as the sixth sign, an earthquake has thrown prostrate men 
and beasts. On the verso^ in the upper cut, is the seventh sign, in which trees 
and buildings fall down, and fire descends from Heaven. Below, as the eighth 
sign, stones fly up in the air, and striking against each other break in pieces. 
Animals are running away in firight, and men are hiding themselves in caves. 

On upper cut of leaf 1 7 is represented the ninth sign. Here the people return 
from their hiding-places, but are utterly unstrung, and wild beasts become tame, 
and approach them. In the cut are three men, one of whom is stroking the head 
of a lion. A bear and two stags have joined the group. Below is the tenth sign. 
Here the graves are opening, and the dead arising. Near a church are three 
tombs, from which skeletons come forth. Two persons turn away in amazement. 
The upper cut on the verso exhibits the eleventh sign. The stars are fallii^ 
from Heaven, at which four persons raise their hands in wonder and fear. Below 
is the twelfth sign. All living men die that they may rise again with the other 
dead. The ground is covered with dead men and animals. 

On the recto of leaf l8 is the thirteenth sign in the upper cut. The heavens 
and earth are burning. The design consists of little more than flames of fire and 
clouds. Below appears the fourteenth sign. The whole earth, mountains, and 
hills are reduced to one level. 

The fifteenth and last sign is on the verso of this leaf. Here the. whole earth 
and its inhabitants arise anew, as the angels from Heaven sound their trumpets in 
preparation for the Judgment. On this page the descriptive text (of three lines 
only) is placed below the illustration. In the latter may be seen men and women 
rising from their tombs, and two angels above kneeling on clouds and blowing 
straight horns. 

On the recto of leaf 19 is a single cut occupying the entire page. Above 
sits Christ on a rainbow, with a globe beneath His feet. A crucifbrm nimbus 
encircles His head, from the right side of which runs out a lily stem, and from the 
Ijeft a naked sword. Our Lord extends both arms, and is assumed to be exclaim- 
ing, *' Venite *' to the blessed in judgment below, and "Ite " to those weighed in 
the balance and found wanting. The former are about to depart, led by a Holy 
man (St. Peter ?), while the latter are being drawn by a chain into the mouth of 
helL Above these two groups kneel the Blessed Virgin and St. John the Baptist 
looking up with clasped hands towards Christ. Between the Virgin and the 
Baptist is an angel bearing instruments of the Passion. On the left (to the 
spectator) above the head of the Virgin is the word " Venite " in rather large 
ornamental characters, on the other side and above St. John is ^e word '' Ite.** 
On the verso of this leaf (19) and on part of the recto of 20 is a description of 
what will ensue on the last day. There are twenty-nine lines of text on folio 19 
(verso) and fourteen of description on the upper part of folio 20. An ornamental 
initial iW occupying the space of seven lines of text, begins the description.^ The 
lower half of the recto of folio 20 is occupied by a prayer to Jesus Christ. This 
prayer is continued on the verso^ and concludes with The words, ^ 00 Btflt2 i^ 
:pSiigtxtxt mei lieu0 ^ot erharm Hicfy fiber mitp* 2imen" 
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In this editioD, the designs lUnstratiDg both the History of Antichrist and of the 
'* fifteen signs are but of mediocre character, though some of the heads are not 
without expression. The figure of the unholy and unnatural fiither on the verso 
of leaf 1 is unquestionably good, and the downward look of the wicked daughter 
is not without meaning. The lower cut on the recto of leaf 2, and a group on the 
verso of 1 3, have meanings of too palpable a character. The present copy has 
been strongly and heavily coloured after the Ulm and Augsburg manners, or per- 
haps the style of Niimberg. Deep madders and yerdigris play an important part 
in the colouring. 

On folio 16 may be perceived a rather small Gothic IP as watermark. 

The present copy was formerly deficient of folio 7. The latter has been sup- 
plied by a fiicsimile from the hands of Mr. Andrew Reid, done firom a copy in the 
General Library of the British Museum (c. 25, 1. 17 and case). The latter copy 
has been coloured after a different system to the present one, and generally less 
heavily and not so detrimentally to the cuts. 

A Grothic IP as watermark is present on folio 16 in the Library example. 

A copy of the edition D. 1 1 was formerly in the collection of T. O. Weigel, 
who remarks concerning it — 

** The contents of the text coincide on the whole with the contents of the 
MS. in our possession, as also with that of the xylographic edition, but the compo- 
sition and dialect of the text are so independent and special, as to constitute ^is 
an independent edition. The illustrations are new and rather coarse compositions, 
in the colouring of which (the School of Niimberg being indicated) cinnabar, 
cherry red, verdigris, mineral-blue, camboge, and brown have been employed. 
The type has much similitude to that facsimiled in Braun, ' Notitia,* vol. i. tab. v. 
No. vii., which, erroneously we think, has been attributed to Christopher Valdarfer. 
The watermark is a smaJl IP.** (**Die Anf^nge der Druckerkunst, etc.,** voL ii. 
p. 126, n. 265.) 

The following authorities are specially noticed by Weigel and Falkenstein as 
bearing on the legendary history of Antichrist. ** Wilhelm Grimm in der Einleitung 
zu Freidanks Bescheidenheit,** S. Ixxi. and Corrodi, *' Geschicte des Chiliasmus,** 
2 Th. S. 400-444. 

Weigel (op. cit.) himfdf may be consulted generally on this subject with 
advantage, as also the article *' Antichrist ** in Smith's *' Dictionary of the Bible,** 
London, 1863. 

The Print Department contains an edition of the work (Grerman Books, 136) 
known as the '* Selen Wiirtzgarten.** In this edition is a history of Antichrist, 
and of the '* fifteen signs,** accompanied by twelve woodcut illustrations. The 
decorative title on the recto of A i of this work is as follows — 

*'Das Biich der Selen wurtzgarte genant des ist gar kurtzweilig zelesen 
geistlichen und weltlichen menschen mit seinen Figuren und Exempeln.** 

Below is a cut, representing Adam and Eve eating the forbidden fruit, and 
their expulsion from Paradise. 

On the verso of folio xci. (q i) is " Hie endet sich diss Buch. und volgt hamech 
das Roister. Lob sey Grott dem herren.** 

The register ends on the verso of q v and is followed by the colophon — 

'* Getruckt und volendet in der Fryen Statt Strassburg, durch Matheis Hupfuff. 
jxff Donerstag vor Sat Matheis tag. In de jar nach der Geburt Unsers herren. 
M.D. vn xi.** 

The work is divided into four parts ; ** Der Fierdt teil diss buchs hat Aylff. 
Oapitel un sagt gar lieblich ding von dem Endcrist un vo dem jungsten gericht.** 

The first chapter of this fourth book discourses concerning the time when 
Antichrist shall appear, of Jacob's prophecy concerning him, and the where and 
when of his birth. It is preceded by a cut (with an ornamental border) represent- 
ing the father of Antichrist making love to his own daughter, which b based gene- 
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rally on the design present in the first typographic edition. Some of the details 
of the present cut are better than those of the other edition, bat the principal 
figures are much inferior. On the recto of O 2 is a cut representing the birth of 
Antichrist, and is based on the analogous cut in the first typographic edition, but is 
in reverse, and with another cut of a single figure by the side of it. The second 
chapter begins on the verso of O 2, and is headed by a cut representing the circum- 
cision of Antichrist at Jerusalem. This cut appears to be A*om the same block aa 
is the cut in the first typographic edition. On the recto of O 3 is a large cnt 
introducing chapter 3, which begins on the verso of the same leaf. The illus- 
tration represents the kings and people of the earth coming to do homage to 
Antichrist, who stands before them attended by an evil spirit. This cut is different 
to any in the other edition. It has on each side separate narrow arabesqne 
borders. 

The fourth chapter begins on the verso of O 4, and relates to the preaching of 
Enoch and Ellas, to the wonders done by them and by Antichrist, and to the death 
of the prophets. It is headed by a cut representing the latter preaching firom the 
same pulpit, and is somewhat like the design on the recto of leaf 14 in the first 
typographic edition. It has an ornamental border cut on the outer side. At the 
upper part of leaf IxxxiiL (O 5) is an impression from the same block as is on the 
recto of leaf 1 1 in the other edition. The fifth chapter commences on the verso of 
leaf Ixxxiii., and relates to the length of time Antichrist shall reign on earth. It is 
headed by a large cut, the design of which is based on that on the recto of leaf 1 3 
in the other edition. It represents the angels by the order of Christ driving away 
the false ^ophet. The sixth chapter begins on leaf Ixxxiiii., and relates to the end 
of Antichrist^s power. It is preceded by a cut, showing Antichrist (descending 
into the jaws of hell, and follows the design in much of the cut on the verso of 
leaf 1 2 in the first typographic edition. 

At the lower part of the verso of leaf Ixxxiiii. is an illustration of Christ in Judg- 
ment, and is intended to introduce chapter 7, which begins on the next page 
(Ixxxv.). This chapter treats " Von dem erschrokenlichen gerichts tag gots iiber 
lebedig un todt ; wie der Endcrist sein leben endet,** and, ^' In welcher weiss die 
funfibseche zeiche komen vor de jungste tag.** 

The eighth chapter begins on leaf Ixxxyj. and relates to the fifteen signs in de- 
tail. It is headed by a cut illustrating the seventh sign as here recorded, but which 
is the eleventh sign in the first typographic edition. This illustration is not like 
that of the same sign in the latter edition. On the verso of leaf IxxxvL is the 
ninth chapter, and relates to the Resurrection. Here the cut is placed laterally on 
the page, having a narrow column of text on the inner side of it. The dead are 
rising from their tombs at the sound of the angels* trumpets. On the opposite page 
the tenth chapter commences, referring to the Last Judgment. Here the design 
follows that of folio 19 in the first typographic version — the person conduct- 
ing away the Blessed to Paradise is clearly St. Peter. Arabesque borders are by 
the sides of this cut. 

According to Weigel (op. cit. vol. ii. p. 1 26) a second t3rpographic edition of 
the work on Antichrist was published by Hupfuff, at Strasburg, during the first 
decade of the sixteenth century, but without the actual date being recorded. The 
remarks made by Weigel on this edition are very applicable to such illustrations 
as are given in the epitome in the fourth part of the " Selen Wiirtzgarten.'* He 
observes, " The great similarity of the cuts of Hupfuff *s edition with those of the 
first typographic version indicates that the draughtsman must have had the latter 
before him when designing his own illustrations. The technic is that of the 
Strassburg school, as it appears in the illustrations of the Horace of 1498, of the 
Terence, Boetius, and most of the works of Gayler von Keysersberg, printed by 
Griininger.*' 



Digitized by 



Google 




QUINDEOIM 8I0NA 191 

D. 12. 
"QUINDECIM SIGNA." 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

SINGLE cat from the xylographic edition of the Block Book, known 
as the " Antichrist and the 1 5 Signs." 

This cut is from the second part of the work — ^the ** Qnindecim 
signa extremi Judicii diem prsecedentia.** 

It forms the lower subject of leaf 2 of the perfect book, and relates to the 
second sign. 

^ Des ander zaichen ist, Das sich das Mer wider nider tut, als Terr das es nie- 
mants gesehen mag. Und das ertrich wirt diirr.** 

In the foreground of the composition is a rock, or cliff, on which (at the centre 
of the print) kneels a man directed towards the right, and pointing with the right 
hand over the edge of the cliff, towards the sea, which has receded. On the bank 
towards the left hand, stand two men in conversation. One turns towards his com- 
panion, whom he addresses with emphasis, as his hand indicates. The latter person 
gazes with curious astonishment towards the right in the direction of the invisible 
sea. In the background are slight eminences, on which rise the towers and 
churches of a town. Not a vestige of trees nor of herbage of any kind is to be seen 
— all is barren and dry. 

The whole is in outline, but some of the markings are broader than the others, 
as if to implj shade. The shoes of the figures are pointed and black. 

The descriptive xylographic text is in three lines contained in a border at the 
top, running transversely across the whole width of the print. 

Concerning the xylographic edition of the " Entkrist," Dibdin^s " Bibliotheca 
Spenceriana,*" voL i. p. xxxi ; Sotheby's " Principia Typographica," voL ii. p. 38 ; 
and Heinecken, ** Id^e G^n^rale, etc.,*' p. 384, may be consulted. 

[6| X Si in-] [Uncoloured.] 

D. 13. 
DAT STERFBOECK. 

LAST DECADE OP THE FIFTEENTH CENTUKY. 

NETHERLANDS. 

kHE first cut in the Flemish work described by Weigel (op. cit. vol. ii. 
p. 66, n. 251), as "Dat Sterfboeck.*' Printed by Peter Van Os at 
Zwolleini49l. 

The text of this work is based on the first edition of the Block 
Book known as the ** Ars Moriendi.*' The cut here present is the first illustration 
of the original xylograph, which represents the " Temptatio diaboli fide." A sick 
man lies naked in a bed, which runs obliquely across the design, from right to lef^. 
The man's right arm is outside the bed-clothes. At the head of the bed stand 
Grod the Father, Christ, and the Blessed Virgin. Circular nimbi are above their 
heads, the nimbi of the Father and the Son having cfuciform radiant discs, the 
nimbus of the Virgin being plain. The Father holds a book in His left hand. At 
the foot of the bed, but somewhat behind, stands a colunm, on the capital of which 
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is pbosd sitidoly witfi crown en ImmL and spear in hand. Before the idol kneel a 
king and a qaaen. Bdnnd the king, and on the distant side of the bed, stand three 
pfa jsiciaos co p f er s ii y. Above them an evil spirit floats in the air and points downwards 
and towards the idol with the index finger of the right hand. Bj his side is a scroll on 
which are the words, '' De helle is te broken." To the right of the scroll, and be- 
tween it and the Virgin is another demon, who pulls away the bed-clothes from 
under the dying man. Belo^^ this demon stands a third, who appears to be exciting 
the man to follow the advice engraved on a scroll which proceeds from the demon's 
right hand, viz. *' Ifoet als de heide.*' At the near side of the bed, and by its head, 
if a fourth evil spirit, who touches the shoulder of the dying man with his right 
hand, while frt)m his left runs a scroll having on it *' Doet yt sclAen.** In the fore> 
ground below stand a man and woman. The man appears as if about to cut his throat 
with a knife which he holds in the left hand. The woman is neariy naked, and 
holds a scourge in the left hand and a rod in the right. Below the limitary line of 
the engraving is the signature a iii. 

On the V€rso of the cut are two columns of thirty-six lines each of typographic 
text in the Flemish language. The text begins with three lines of preface, viz. — 

*' Dit if die temptacie en die becoiinghe des duuels daer hij die siecke mesce 
medebecoert teghen dat ghelue.** 

Then comes a large initial letter. 

According to Weigel, who possessed a slightly imperfect copy of ** Dat Sterf- 
boeck"— 

** The illustrations of it are, on the whole, very true and successful copies of 
those of the first edition of the xylographic Ars Moriendi, The technic, it is ad- 
mitted, is much less artistic, and these cuts appear coarser than those of the latter 
work, but tkey stand next (with the exception of the cuts of the typographic edi- 
tion described under No. 240) to the cuts of the first xylographic edition, and 
must have been suggested by iJiis edition or by some copy of it.*" 

In the General Library of the Museum is a copy [c. 1 7 b.] of " Dat Sterf- 
boeck,'' printed at Delft in Holland in 1488. On the title-page, above a cut repre- 
senting Death rising with his dart firom a tomb, are the words in two lines — 

(E^eti notabel lioecft Qbt 
noeint Dat 0terf hoecft 

and in rather large well-formed Grothic characters. The colophon terminates 
thus — 

9r0 mocfHie * liat0 Hie co0te t)i 0tett)f t)0le;n1it te Helf I i^oIISt it iaer Ito {^eif 

On the verio of the last leaf is a printer's large mark, viz. a winged unicorn 
below a Grothic canopy supporting a plain shield before him and having a smaller 
shield, party per pale, above his head. Above this mark are the words tielf In 
))0llant in large lower case Gothic characters. This mark has been allotted to 
Christian Snellaert and to Henri Eckert de Homberch. On this point reference 
should be made to Holtrop^s "Monuments Typographiques, etc.,** p. 85, pL 106, 
and to Berjeau*s " Bookworm,*' vol. iu. pp. 15, 168, vol. v. p. 4. 

Numerous woodcut illustrations, ''De Arte Moriendi,* *are present in this 
volume. 

The Print Boom collection of books contains a thin typographic volume of 
twenty leaves and eleven full page illustrations, entitled — 

'< 9ractatu0 bret)i0 ac talHe utilis He arte et 0deiuia bene morientii/' 

This title is continued on the last page, at the foot of which is the line — 

^' Cum oiattoni&u0 pulct)erriini0 1iicenDi0 circa acont^ntem/' 

Above this line is a fine ornamental woodcut, having the words '* Ars Mori- 
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endi,** engniTed in large decorative white letters relieved from a black ground 
spotted with small flowers and stars. 

On each of the cuts in this tract are the letters * 3[ S) ' 

Ck>nceming the name, time, and residence of this master 3[ S) not anything 
appears to be known* Some details connected with this mark, however, maj be 
found in Nagler*s *' Monogrammisten,** voL iiL p. 872, n. 2171. 

Of the first zjlographic edition, the ediiio princeps of the " Ars- Moriendi,'* 
there is as jet but one perfect copj known. This was formerlj in the cabinet of 
T. O. Weigel, of Leipzig, and was purchased at the sale of his collection in 1872, 
bj the trustees of the British Museum, at a price of rather more than £l,ooo. 
The Print Department possesses a photographic copy of the original work, which 
oopj Weigel himself considered as thoroughly successful in its result. 

** The original work,** remarks Weigel, in the preface to this copy, ** consists 
of twelve small folio sheets (here reproduced in twenty-four photographic pages), the 
strong paper of which has for watermarks, a bull's head, with stalk and cross and 
an anchor. The sheets of the original work have been printed with the rubber, 
and brownish ink here and there paler in colour, on one side only. They have not 
any signatures, but at their middle, where the sheets should be folded, there b a 
perpendicular black line, from which it is evident that the two opposed sides were 
prepared on one and the same block. The text is in the so-called monkish cha- 
racter, and, in general, has been very well cut. A critical account and estimate of 
the unique original may be found in Weigel and Zestermann*s * Anf Snge der Druc- 
kerkimst in Bild und Schrift, etc.,* Bd. ii. S. 6. 

'* Relative to the source of this masterpiece of xylography, its conception and 
execution point unmistakably to Cologne as its place of origin. The school of 
Cologne preserved, it is true, its original character down to the second quarter of 
the fifteenth century, but firom this time the influence of Flemish art, particularly 
as proceeding from Roger Van der Weyden, made itself felt, and the residence of 
Petrus Christus at Cologne (1438) gave rise especially to that form of Cologne 
art work in which the work was united with the art of Flanders. Of this union the 
well preserved example of the * Ars Moriendi * in my collection appears to be a 
witness. The place of its discovery was also at Cologne, where it was obtained 
from a private source.** 

On the unique copy of this first xylographic edition of the '* Ars Moriendi,*' 
Fassavant, vol. i. p. 116, should be consulted. 

[8 X 5tin.] [Uncoloured.] 

D. 14. 
SPECULUM HUMANE SALVATIONIS. 

(ORIGINAL, THE FIFTEENTH CENTURY P). 

NETHERLANDS. 

COMPARATIVELY modem xylographic copy of the first page of an 
undescribed edition of the " Speculum HumansB Salvationis ** in the 
Dutch language. 

A facsimile copy of a like page is given by Sotheby in the second 
volume of the ** Principia,** plate Ixxviii., and the following remarks accom- 
pany it, p. 83 — 

*' Among our collections illustrating the various editions of the Block Books, 
we have an impression of a wood-engnmng of the first page of an edition in 
German [«tc] of the Speculum of which the present plate is an accurate facsimile. 

O 
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**" The engraving appears to be a facsimile of an edition with which we are totally 
unacquainted, nor can we find anj account of a corresponding edition mentioned 
by any bibliographer. It is evidently coarsely copied from one of the four earliest 
editions; but of the original from which the text in German [sic] under the 
design has been taken, we are unable to attain any information. It appears to 
have been executed by the same hand as copied plate Ixviii. [D. 5], from the 
*Biblia Pauperum,* and is evidently intended for the illustration of the same 
work." 

The paper of the present copy has the letters '* J. T." for a watermark. 

[From type to type, 1 1|^ in. in length.] [Uncoloured.] 

[Breadth (cuts), 7 fin.] 

The following five copies of rare incunabula, together with the '* Figured 
Alphabet,** seem to the writer to occupy with more propriety the position here 
assigned them than any other in which they might be placed. 

D. 15- 

MEDITATIONES JOHANNIS DE TURRE- 
CREMATA. 

(ORIGINAL, 1467.) 

ROME. 

FACSIMILE of the cut on the verso of folio i. in the first and third 
editions of the " Meditations of Turrecremata.*' 

The cut represents the '* Creation,** and is placed immediately 
above the following title — 

^* iWe1iitatime0 ieieteraii00iini p8tti0 URi 3[o!)atttti0lie tunecremata 6acro 0ff 
iSotnane eccrie ^an)ittali0 po0ite } Beptcte He ip0iu0 m9l>ato t) eccl'ie Bxnbitu aa maxU 
Tie iWineit^a Slome/' 

The copy before us has below it the general title only of the work, with its 
date and place of production. 

For details in connection with this very rare and illustrated early book, see 
the "Bibliotheca Spenceriana,*' vol. iv. p. 35; ".^kies AlthorpiansB,** vol. ii. 
p. 273, n. 1277. 

[4r X 6 J in. (cut only).] [Uncoloured.] 

D- 16. 
SAINT CHRISTOPHER. 

(ORIGINAL, 1423.) 

GERMANY. 

(Martyr. »{« 254.) 

^N the middle of the composition is a shallow stream, through which 
wades St. Christopher, directed towards our right. He supports 
himself with both hands, grasping a palm stem, and looks round towards 
his right shoulder, on which rests the youthful Christ A bordered 
circular nimbus is over the Saint*s head, and a thick beard depends from his chin. 
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He is clad in a loose tunic and mantle, the former being drawn up above the 
knees, the latter haying one-half floating to the left in the air. The youthful 
Christ has a large cruciform nimbus around His head, bears an orb surmounted bj 
a cross in the left hand, and raises the right hand as in the ^t of benediction. A 
loose tunic confined at the neck covers the body ; the right knee and buttock rest 
on the Saint*s right shoulder, while the left leg runs down St. Christopher's left 
shoulder. On the right bank of the stream kneels a hermit, looking and holding 
. a lanthom towards St. Christopher. Behind the hermit is a small chapel with 
belfry, and behind this building rises a tre^ on the summit of the bank. Below 
the hermit is a plant in flower, and a rabbit emerging from its hole. On the 
opposite bank, at the lower part or foreground, are an overshot mill and stream, 
towards which a man drives a horse with a sack on its back. Above runs a 
tortuous pathway, along which ascends a man with a sack on his back towards a 
thatched house near the summit, on which is a tree. Other trees and plants may 
be observed here and there upon the bank. 

The water of the stream through which St. Christopher wends his way ourls 
around the Saint*s legs. Between the right leg of the Saint and the root of the 
palm stem is a fish in the water. 

Below the design are two lines of inscription, viz. — 

" Cristofori faciem die quacunqusB tueris, 
Bla nempe die morte mala non morieris.*' 
(MiUesimo cccc^xx". tercio.) 

iheae are contained within a border |-th8 of an inch wide. The whole is enclosed 
within a single black border line. 

This print is a facsimile copy of the '* Buxheim St. Christopher ** of the year 
1423, in the collection of Earl Spencer. For a full account of this interesting 
relic,' the author's " Introduction to the Study, &c., of Ancient Prints *' (vol. i. 
p. 152) may be consulted, the following extract from which may be permitted 
here — 

** Not long after the account and fiM»imile of the Saint Christopher had appeared 
in Yon Murr's ' Journal,' 1 776, antiquarians were startled by hearing that another 
impression of the print had been found, which was eventually secured by the 
Biblioth^ue Royale de Paris. Soon came the discovery of a copy at Basle, while 
another made its appearance in the cabinet of M. Birkenstock, of Vienna, and which 
still could be seen (i860), according to Passavant, in the collection of Madame 
Brentano, at Frankfurt. Consternation followed — particularly the Parisian an- 
nouncement ; and Dr. Dibdin, along with the Althorp Saint Christopher, made a 
journey to the French capital in 1819, at the request of Lord Spencer, to investi- 
gate the matter. The subject was afterwards taken up by Delaborde and others, 
the result of the inquiries being the proof that all these so-called original and early 
impressions of the Buxheim engraving of 1 423 were simply * modem antiques,* 
manufactured out of the facsimile copy of the original, engraved by Roland in 
1776, for the illustration in Von Murr's 'Journal,' and by a specimen of which, 
after it had been duly toned down with an infusion of coffee, Murr himself had 
been deceived I The Paris Saint Christopher was afterwards withdrawn from 
exposition, notwithstanding M. Crapelet's attempts at jiustification, though an 
account of it was still allowed to remain, without any reference to its true 
character, in the * Description des Estampes expos^, etc.,' published in 1 855." 
(Op. cit vol. i p. 165.) 

Fuller details on this particular point may be found in M. Delaborde's memoir, 
*^ La plus ancienne gravure du cabinet des Estampes de la Bibliothk[ue Royale 
est-eUe ancienne?" in *'L' Artiste" (ann^ 1839); in the first volume, of 

* Exhibited along with the ** St. BrigitU " at the Caxton Celebration Exhibition 
in London, 1877. 
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Passavant's " Peintre-Gravenr," p. 27 ; in M. Renouvier's "Histoire dela Gravurc 
dans les Fays-bas, etc." (i860) ; and in Dibdin*8 " Bibliographical Tour," vol. ii. 
p. 143, note, and 2nd edition, vol. ii. pp. 56, 57. 

The present copy appears to be one of the pretended originals, formed out of 
Roland's illustration for the Journal of Von Murr. 

There is a name as watermark on the paper, but we are unable to decipher it 

[1 If X 8 in.] [Uncolonred.] 



D. 17. 
SAINT BRIGITTA OF SWEDEN. 

(ORIGINAL, FIRST QUARTER OF THE FIFTEENTH CENTURY.) 

GERMANY. 

{Foundress of the Order of Brigittines, Patron Scant, + 1373-) 

FACSIMILE copy of a unique print in the possession of Earl 
Spencer. The original was exhibited, along with the St. Christopher, 
at the Caxton Exhibition in 1877. 

St. Bridget sits at a desk, recording her '' Revelations.** She is 
clau in a nun*s habit The black portion of the head-dress — which properly should 
be represented as a band over the forehead-— distinguishes the dress of the 
Brigittines from that of the Benedictines. A circular nimbus is over the Saint*s 
head. Immediately above the desk is a small cross, having at the point of decus- 
sation of its limbs the representation of the Sacramental wafer. Above in the clouds 
appear the Blessed Virgin and her Son. On the opposite side is a shield, bearing 
the letters S P Q R. Below is a pilgrim*s staff erect, bearing at its top a pilgrim*s 
hat and wallet. 

Below, in the immediate foreground, near St. Bridgets feet, lies a crown, and, 
towards the right hand, a shield stands upright against the seat of the desk, having 
on it the arms of Sweden. 

At the top of the cut, and between the Virgin and shield, are the words — 

<< i) bricita bit 
60t fut unjs/' 

On the base of the desk, at the lower left comer, are some letters, the meaning 
of which is not apparent. Mr. Chatto thought they were " meant perhaps for 
M I CHRi, and intended to denote the name of the Virgin and of Christ.** 
(** Treatise on Wood Engraving,** 1839, p. 67.) 

A double lined border encloses the composition, which has been here coloured 
in imitation of the original. 

The original cut was first described by Mr. Ottley in his "History of Engrav- 
ing,** vol. i. p. 86, where he records it as "bearing every mark of high 
antiquity,** and " as the production of an artist of the Low Countries, where a 
better style of art prevailed in the fonrteenth and fifteenth centuries than was 
common in those times in Germany, and of a date not later than the close of the 
fourteenth century, since afler that period on artist who was capable of designing 
so good a figure could scarcely have been so grossly ignorant of every effect of 
linear perspective, as was evidently the case with the author of the p^ormance 
before us.** 

Mr. Chatto remarks — 

"Besides the St. Christopher and the Annunciation, there is another old 
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woodcut in the collection of £arl Spencer which appears to belong to the same 
period, and which has in all probability been engrayed hy a German artist, as 
everj person who can read the German inscription above the figure, and who is 
not rendered insensible to the force of truth by his attachment to theory, would 
reasonably infer." (Op. cit. p. 65.) 

According to Passavant (vol. i. p. 35) — 

" Ottley was in error, both in considering this print as very old and as belonging 
to the School of the Netherlands. To the opinion that it is very old are opposed 
the angular breaks of the folds of the drapery, against the notion that it proceeded 
from the Netherlands School appears the German dialect of the inscription .... 
it appears to belong to the last quarter of the fifteenth century.*' (Op. cit. voUi. 
p. 35.) 

[7 X 4f in.] [Coloured.] 

D. 18. 
CHRIST ON THE CROSS. 

(ORIGINAL, FIRST QUARTER OF THE FIFTEENTH CENTURY ?). 

LOWER GERMANY (?). 

FACSIMILE of a woodcut, preserved at the time this copy was taken 
in the library of the Arsenal at Paris. 

In the centre of the design is our Lord on the Cross. A large 
cruciform nimbus is around the head, above which, on the upright limb 
of the Cross, is a scroll, having on it the letters I. N. R. I. The head of Christ is 
slightly depressed and inclined over the right shoulder. Ue looks down on the 
Blessed Virgin by His side. A loin cloth is present, the feet are crossed, there is 
not any suppedanenm. On the right hand side of the Cross stands Maiy with 
clasped hands, looking towards her Son. A circular nimbus is over her head, 
it is covered with a hood-like portion of the large and full mantle which she 
wears loosely girded round the waist. An unusual kind of ruffed collar encircles 
her neck. Behind the Virgin stands Longinns, who pierces the right side of the 
Saviour below the false ribs with the point of his lance. Longinns is dressed in 
turban, surcoat, and armour sheaves to the l^s ; around his neck is a collar, on 
which is inscribed ** Lvnginvs.** On the other side of the Cross stands St. John 
with circular nimbus, long flowing hair, mantle and tunic. He looks towards the 
Cross, raises the fingers of the right hand as in benediction, and holds a large book 
with the left hand, which is covered by folds of the mantle. Between the nimbus of 
St. John and the body of our Lord is a scroll, on which are the words *^ dlete fifttl0t" 
^e rest having been torn away. Behind St. John stands an armed attendant, of 
Whom the lower portion only can be seen from the damage the print has sustained 
ak tiie upper right hand comer. A long sword appears below a short bordered 
nlantle, there is armour on the legs of this attendant, and he wears broad black 
rounded shoes. On the ground are some flowers and herbage. 

Every part of the design, with the exception of the sword and shoes of the 
attendant on the right hand, is in outline only. The folds of the drapery are 
rounded, not angular nicked as in the schools of the Van Eycks. The left arm of 
Christ and the left limb of the Cross have been torn away and restored with the 
pen. A double border line encloses the composition. 

Accompanying this fiicsimile is a commentary on the original, by M. Paul 
Lacroix, of which the following is a translation of a portion — 

'* This print, which is incontestably contemporaneous witlt the St. Christopher, 
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the most ancient engraving with a date, has not hitherto been described by icono- 
philists. It is fixed on the inside of the cover of a mjstical poem in old German 
manuscript of the fifteenth centoiy, on paper, in folio, bound in wooden boards, and 
preserved among the German MSS. of the Library of the Arsenal, at Paris.** 

*' The style of the drawing is correct and able, belonging to the art of a^.d. 1420 
to 1440. Such at least is the opinion of the learned iconographist M. Alvin, 
director of the Bibliotheque Royale of Brussels. The manuscript notes which 
cover the inner sides of the binding of the volume, and which are below the 
engraving, undoubtedly belong to the latter years of the 1 5th century." 

[8 1- X 4f in.] [Uncoloured.] 



D. 19, 20, and 20.2. 

VARIOUS SAINTS IN THE CHURCH OF SAINT 
ULRICH, AUGSBURG. 

FIRST QUARTER OF THE SIXTEENTH CENTURY. 

GERMANY. 

SERIES of twenty-four Saints — male and female — from an old wood 
block in the possession of Earl Spencer. 

When Dr. Dibdin was at Augsburg, in the year l8l8, he visited 

_ the Public Library at that city. With Messrs. Beyschlag and May, 

the librarians, he made several exchanges and purchases of books, in his account 

' of which (" Bibliographical Antiquarian Tour," voL iii. p. 234) Dr. Dibdin 

writes — 

'* Just as I had concluded the hasty list of the foregoing articles, the worthy 
Rector Beyschlag called my attention to other but not less interesting objects. 
' What say you,* exclaimed he, *to some ancient wood-blocks, such as they used to 
print with upwards of three centuries ago ?* * Show them to me,* replied I, ' and I 
will not only " say " something to them, but purchase one if they are vendible 
articles.* * Come and choose,* replied the Rector, * here are three at your service.' 
I approached, saw, and instantly became a purchaser of one of them, which I con- 
ceived to be the most curious. Beyond all doubt, they were of the time mentioned 
by the Rector. Each block seemed to be made of pear tree, and each had a wb^ 
y^c/ (which had evidently been printed from the black appearance of the whole) cut 
upon each side of it. This was quite new t-o me. The subjects were composed 
of figures, apparently popular Saints; and the impressions, I make no doubt, had 
been sold as broadsides. The block which I purchased measures 1 J-^ inches in 
length by 13^ in width. It is filled on either side by twelve figures of male and 
female Saints, heroes, and martyrs. In the centre of the four outer edges (which 
are about two inches in thickness) is a hole, as if bored by a gimlet, and which 
seems to imply that the block had been originally used in such a manner as to 
throw off impressions from both sides at one and the same operation of the press. 
I was sufficiently pleased to purchase this curiosity for the sum of eight pounds of 
our money.** ..." In the accompanying woodcut will be seen the fovr bottom 
^figures, in this very block which I purchased of the curators of the library in 
question. The block is now in the possession of Earl Spencer ... I make no doubt 
that this wooden block was cut and printed for the cathedral ; designating by the 
twenty-four cuts the twenty-four chapels in the cathedral.** 

On each print are twelve figures, four in three rows, the lowermost four figures 
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being female Saints, and the uppennost four canonized bishops of the Church. 
Each Saint stands erect under a slight and floriated canopj, directed in look and 
action towards his neighbour. They have circular nimbi over their heads ; the 
bishops hold the pastoral staff in one hand, and their attributes or symbols in the 
other. The martyrs hold the sword in one hand, and the palm branch of victory 
in the other. The female Saints, with one exception, bear the palm branch in 
one hand, and hold up their drapery with the other. 

Below each figure is the name in monkish characters. At the bottom of each 
impression is an inscription. That on D. 19 j 



^^ S)te imili0fn nuarten in tiem toirDiam (Siotf|)au0/' 
That on D. 20. (a continuation of D. 19.) — 

** ^kUitt (SIricf»05|u 91iia0puro» tiQistim [P] noti %Hiu** 

The first row (Bishops) of D. 19. exhibits S. Nartis,^ S. Dionisi, S.Witerpns, 
S. Toyzo. 

In the second row are — S. Affer, S. Quiriacus, S. Largito, S. Crescencianus. 

In the third row are — S. Hilaria, S. Aflra, S. Digna, and S. £unomia. 

St. Aflra is the patroness of Augsburg, she is here represented as wearing a 
crown within the nimbus, with her hands bound to a tree stem, the bottom of 
which along with her feet and dress is being consumed by flames, emblematic of 
the nature of her martyrdom. St Aflra had three handmaidens, St. Eutropia, 
St. Eunomia, and St. Digna. SS. Digna and Eimomia are here shown on the 
right hand of their mistress ; St. Eutropia is on the other (D. 20.) impression. 

The mother of St. A6&a was Hilaria, who, along with the three handmaidens, 
perished for the fiedth a few days after St. Aflra had suflered martyrdom. 

Mrs. Jameson writes, " This St. Aflra appears only in the German pictures 
of the Soabian School. In the sacristy of the Cathedral at Augsburg there is a 
large picture by Christophe Amberger, in which the painter has represented 
St. Afra and her companions St. Eutropia, St. Eunomia, and St. Digna. I have 
not seen this picture, which Dr. Waagen describes as well-drawn and full of gentle 
and refined feeling in the heads. In the same church we find the same Saints 
executed in sculpture in an admirable style. When a bishop is seen in company 
with the German St. Afra, it is St. Ulrich, Bishop of Augsburg in 973, while the 
companion of the Brescian St. Afra is St. Apollonius, Bishop of Brescia in 3CX).** 
(" Sacred and Legendary Art," p. 392.) 

On the upper row of D. 20. are— S. Simprecht, S. Nidgarins, S. Adelberon, 
S. Ubich. 

In the middle row are — S. Eutitianus, S. Fidalfus, S. Peter marter, S. 
Carito. 

The lower and female Saints are — S. Eutropia, S. Nimima, S. Diomedia, 
S. Leonida. 

St. Ulrich or St. Udalrich was the first bishop and patron Saint of Augsburg : 
he died in 973. 

'* Ohne Wissen, dass es Freitag sei, gab er einem Boten ein StUck Fleisch. 
Als ihn diser verklagen wollte, war das Fleisch in einen Fisch verwandelt.** 
(Wessely, *' Iconographie Gottes, etc.," p. 390.) 

St. Ulrich is here represented with a fish in his left hand. When there is a 
key with the fish, the Saint to whom they belong is St. Benno of Meissen. 

[16 X 12 in.] [Uncoloured.] 

^ We give the names as they are here spelt. 
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D. 20. 

VARIOUS SAINTS IN THE CHURCH OF SAINT 
ULRICH AT AUGSBURG. 

Described under D. 19. 



D. 20.2. 

PROOF impression of a single figure from the block described under 
D. 1 9. The person represented is St. Adelberon, of the upper row 
ofD. 20. 



D. 21. 
AN ALPHABET IN FIGURES. 

BEFORE 1464 (?). 

FRANCE, OR FRANKISH NETHERLANDS (?). 

^N alphabetical series (some wanting) of initial letters in which the 
characters are formed by human and other figures in various attitudes. 
The attitudes and positions are strange or grotesque, and the forms 
are variously draped. With the entire figures are occasionally asso- 
ciated the heads and tails of animals either natural or chimeric, in positions 
requisite for the completion of the designs. 

Of the letter A but a fragment of the leffc hand part of it remains ; the letter 
H is damaged, of S but a mere shred exists, the letter T is wholly wanting, and 
of U or y a small portion only of the design is present. All of W is absent, this 
letter not having been ever engraved probably. 

Xhe series terminates with a square of ornamental foliage. On a few of the 
letters vermilion has been applied to some of the accessories. 

Each design is enclosed in a border of three lines, the border being l^ths of 
an inch wide. The design frequently intrudes to a variable extent over Uie inner 
two border lines. The size of each letter to the outer, border line is about 
4^ inches in height and ^\ inches in width. 

The designs have been supposed by some authorities to represent certain 
definite subjects, such as David and Goliath, the Sacrifice of Abraham, &c. ; but 
we cannot coincide in this opinion. The design of each letter is as follows — 

[1] A. The back part of the right arm and a portion of the bare head of a 
man belonging to the left hand part of the design only now exist, with the excep- 
tion of the end of a wand or stick on the upper border, and an ornament over 
the place of the leg of the man, which ornament has been touched with vermilion. 
This letter has been pricked over in a transference of the design. 

[2] B is composed of six figures. The upright limb of the letter is formed 
with a man playing on a pipe and tabor, standing with one leg on the shoulders 
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of another and jonnger man below, and resting the other 1^ on the curved termina- 
tion of a figure with a human head, on whose shoulders rests an old man. The 
latter reaches over with a club to the man playing on the pipe and tabor, thus 
forming the upper curve of the B. The lower curve of the letter is formed by a 
woman, who grasps with her right hand the upper curve, and by an old man be- 
low her who stretches out his foot to meet one of the feet of the man forming the 
lower part of the upright of the letter. The woman of the lower curve has a long 
staff in her left hand, which has been here touched with vermilion. Within the 
upper curve and at the highest part of the letter has been written " R. Beths.** 

[3] C. The great curve of this letter is formed in its upper part by half the body 
of a young man, who forcibly opens the mouth of a lion forming the lower portion 
of the curve. The ends of the figures are connected by an upright limb, formed 
with upper and lower grotesque homed satyr-like heads, the beards of which join 
in the middle of the limb. 

[4] D. The upright limb is formed at its upper part by a man holding a sword 
in the right hand, and who is seated on a horse which forms the lower part of this 
side of the letter. The curve of the latter is composed of a man seated on the 
shoulders of a grotesque, or monster-like figure. The man holds a wand in his 
left hand, the point of which is directed upwards towards the left hand of the 
man with the sword. 

[5] E. The left hand limb is composed of two figures, the lower one stretching 
across to the right hand a piece of his drapery to form the central transverse limb 
of the E. The upper and lower transverse (here curved) parts are fi>rmed by one 
of the horns of a grotesque head placed above and below. These horns pass over 
to a hand and foot of the opposite figures. 

[6] F. Two human figures and part of a dog enter into the composition of this 
letter. A man blowing a trumpet forms the upper part of the letter, the trumpet 
with its banner passing across to the right hand at the top, to form the upper 
portion of the F. The trumpeter kneels on the back of a young man playing a 
tabor, who, stooping forwards, forms with his head and arms the central transverse 
limb of the letter. Between the feet of the lower figure crouches a dog. 

[7 ] G. The greater curve is formed by a youthful, neariy erect, young man hold- 
ing a spear in his right hand, and standing on the head of a fish-like creaturct be- 
tween the jaws of which the man*s right foot enters. The upper part of the 6 is 
formed by the passing over of the left arm of the chief figure, who grasps by the 
band the hair of a gigantic head — possibly, according to some critics, intended for 
Goliath*s. The lower curve of the letter is formed by a stooping figure holding a 
Jiagellum by the handle in his mouth, and a book (?) in his hands. 

[8] H. A tall, erect, peculiarly draped man forming the upright part of the 
letter opens with force the jaws of a dragon-like animal, whose bent neck and back 
form the curve of the letter. The spiny wing of the dragon has received some 
touches of vermilion. The caudal portion of the dragon is here wanting, from 
damage. 

[9] L A tall man holds with his right arm a woman round the waist, and with 
his left hand supports her chin. She appears to rest her head on the man's left 
forearm ; he supports his own inclined head on his right hand, which is placed 
above the woman's head, and thus is formed the top of the letter. The bottom 
is formed by the outspread drapery of the female and the left foot of the male. 
The thoughtful expression of the faces, particularly of the man*s face, is note- 
worthy. 

[10] K. This letter is composed of four figures — three men and a woman. The 
upright limb of the K b formed in the upper part by the female, who looks down 
with a calm expression of interest on a young man, who kneels at her feet. Her 
right hand just touches his right shoulder, white in her left she holds a sort of 
wreath. The young man kneels on his left knee, and holds in his left hand a 
scroll, on which is inscribed '* mon r^ at)e0/* He looks up with a smiling expres- 
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sion to the female above him, while he directs her notice to a ring which he holds 
delicatelj between the thumb and index finger of his right h«id. The upper 
oblique limb of the K is formed of an old man kneeling, his feet being directed 
inwurds and to the centre of the perpendictdar limb of the letter ; the lower 
oblique part is a joung man, whose head is downward, and his feet directed up- 
wards and inwards towards the middle of the K. This joung man holds a billet 
of wood in his hands. The feet of the figures forming the oblique portions of the 
K just touch the shoulder of the love-sick swain. 

[ 1 1] L. A tall figure, holding a long straight double-edged sword point down- 
wards in both hands, and inclining his head over his left shoulder, forms the up- 
right portion of the letter. At his feet reclines a somewhat older man, forming the 
lower part of the L. This person supports his raised head on his left hand, and 
places the right hand on his chest. On the upper part of the blade of the sword 
has been written in small characters, with ink of a like brown colour (or now so 
at least) as that with which the cuts have been printed, the word — London. On 
the draperj of the recumbent figure is a word in MS. and in like ink, which word 
has been read as Bethemsted, Bechemsted^ and Weihamitede» 

[ 1 2] HI The letter M is in the character of church text, each limb being formed 
of a human figure seated on the back of a chimeric animaL The outer left hand 
limb is made up of a nearlj nude form seated astride the back of a nondescript 
creature with hoofisd feet, and holding in its jaws at the top of the letter the 
sleeve of the upright rabed right arm of an old man, who, seated on the shoulders 
of another strwge animal, forms the middle limb t$f the M. A third figure, who 
holds a sword in his left hand and grasps with his other hand the upraised hand 
of the top figure of the central portion of the letter, is seated on a grotesque 
creature beneath ; over the shoulders of the latter may be seen the l^s of the 
figure above dangling in front. The taib of the animals of the middle and right 
limbs connect at the bottom the three limbs of the M. 

[ 1 3] N. A tall draped figure, throwing back his head somewhat, raising the lefl 
arm, holding a poniard in the right hand, and having a crouching animal between 
his legs, forms the upright limb of the letter. An old man seated on the upper 
truncated part of a Triton-like creature, holds upright a straight sword in the 
left hand, and stretches his right hand across to the upraised elbow of the figure 
opposite. Some touches of vermilion have been applied to the tail of the fish-like 
creature. 

[14] O. Four large human heads with large open mouths and long beards go to 
compose this letter. The two heads above rest upon the two heads below, which, 
in an inverted manner, rise to the centre of the letter. The beards of the upper 
heads curve round and join at the top to form the higher part of the O ; the beards 
of the lower heads curve and join at the bottom to complete the circuit. 

[ 1 5] P. A man in a hooded monkish costume, standing on a prostrate animal, and 
holding a dub in his raised right hand, forms the upright limb of the letter. The 
curve is formed by a man supporting himself on his legs placed against the abdo- 
men of the figure opposite ; bending himself upwards, he stretches across his right 
hand, with a dub in it, to the left hand of the figure opposite. The hand of the 
latter is covered with what appears to be a large conical cap. 

[16] Q. The bod J of this letter is formed of two grotesque heads, the beards 
of which join together at the bottom, the hair of the heads uniting in like numner 
above. A third head, connected by the beard to the other beards bdow, makes the 
tail of the letter. The tongue of the head on the right side of the Q (to the spec- 
tator) has been touched with vermilion. 

[17] R. A tall bareheaded man, holding his hat in the left hand and trampling on a 
prostrate lion, forms the upright limb of the letter. The upper curve is a man with 
the right foot on the abdomen of the figure opposite, and against the foot of the lower 
and upturned figure. The tall man raises his right leg somewhat over the right paw 
of the lion. The lower and oblique limb of the R is formed of an old man blowing 
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a long and curved hom. His legs are tnmed upwards and inwards, so as to touch 
the waist of the upright figure, and the left foot of the man forming the upper and 
curved limb. 

[18] S. A mere strip— half an inch wide — is all that remains of the original 
sheet. This strip includes scarcely more than the perpendicular border of the left 
hand side of the engraving. 

[19] T. This letter is wanting. 

[20] [Y. Of this letter the head and shoulders onlj of a man plajing a pipe and 
forming the upper part of the left hand limb of the Y are present. 

[21] X. One oblique limb is formed by a man standing on the shoulders of a 
fiill-dressed female. He holds a bell in each hand. The other oblique line of the 
X is formed of two figures, one of whom — ^the lower — ^holds a bell in the right hand, 
while the upper figure has a squirrel on his curved back* The lower figure unites 
himself by the left hand to the other oblique limb of the X while the upper figurt 
joins it with his feet. 

[22] T. The left limb is composed of a youthful figure, supporting on his left 
shoulder a monster having cloven feet and wings. The right limb of the Y is formed 
above of a man thrusting a long straight sword through the head and mouth of a 
chimera below, the caudal extremity of which forms the tail of the Y. 

[23] Z. This letter is in reverse. The oblique limb is formed of a bareheaded old 
man, about to unsheathe a dagger with his right hand. With the raised left hand 
he grasps the hair of a youth above, who forms the horizontal bar of the letter. 
The lower horizontal bar is formed of a prostrate youth, who supports his head 
with his right hand. 

[24] On the last sheet is represented a rich floriated design of the late Renais- 
sance character. 

It may be proper here to remind the reader that there is another *' figured 
alphabet*" besides the present one, well known to iconophilists (Bartsch, vol. vi. p. 37, 
n. 94-109, Pass. voL ii. p. 46, n. 94-1 09). In this second series, the designs are 
more grotesque and of a different character, and animal forms play a more im- 
portant part in the compositions than they do in the present series. In this second 
series also the technic is engraving en creux on copper, the work being generally 
assigned to the Master of 1466 and his school. The present alphabet [D. 21.] ** I 
have described," writes M. L^on Delaborde (** Debuts de Tlmprimerie k Mayence 
et k Bambeig,** Paris, 1846, p. 19, note 94), " in the memoir I have written ' Sur 
rOrigine de Vlmpression dans les Pays-bas,* and I have indicated what should be 
regarded as its relations with the wdl-known alphabet of the 'Master of 1466,* 
and with one still rarer, of an anonymous master (both engraved eu creux),** 

We have not been able to consult the ^Memoir** referred to above, and shall 
close this section of the subject vnth the following extract firom Mr. Chatto (^' A 
Treatise on Wood Engraving," p. 139) — 

'* In the volume under consideration [t.e. our present alphabetical series, D. 2 1.] 
we may clearly perceive that the art of wood engraving had made considerable pro- 
gress at the time the cuts were executed. Although there are not any attempts at 
cross-hatching, which was introduced about 1 486, yet the shadows are generally well 
indicated, either by thickening the line or by courses of short parallel lines, mark- 
ing the folds of the drapery or giving the appearance of rotundity to the figures. 
The expression of the heads displays considerable talent, and the wood engraver 
who, at the present time, could design and execute such a series of figures would 
be entitied to no small d^ree of commendation. Comparing these cuts with such 
as are to be seen in books typographically executed between 1461 and 1490, it is 
surprising that the art of wood engraving should have so materially declined when 
employed by printers for the illustration of their books. The best of the cuts 
printed with letterpress in the period referred to are decidedly inferior to the best 
of the early block books.** 
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The figured alphabet before us — ^not too highlj praised by Mr. Chatto— is 
undoubtedly of a verj interesting character, and plays an important part in the 
history of early engraving. It offers in the designs and technic points of much 
interest as regards both its artistic qualities and its place of production. The 
nationality of its author has not yet been determined. The generaJ excellence of the 
designs, the expression of many of the countenances and actions, the determination 
and incisiveness of the forms and intentions, and the manner in which the compo- 
sitions have been engraved, all bespeak an artist of no mean qualifications, and, 
indeed, of such excellence as to lead one to agree with Mr. Chatto when he 
remarks, '* With respect to drawmg, expression, and engraving, the cuts of the 
alphabet are decidedly superior k> those of every block -book, and generally to aU 
wood-engravings executed previous to 1500, with the exception of such as are 
by Albert Diirer, and those contained in the Hypnerotomachia," and to which we 
would add the first edition of the " Ars Moriendi.** 

** The person," writes Ottley, *'who designed this curious Alphabet must hare 
been an artist of no mean talents, and the wood engraver also merits praise.*' 

("Inquiry," p. 199.) 

While the peculiar light sepia water colour in which these designs have been 
printed, the character of the pi^>er, the general style of work, and the particular 
manner in which the shades have been indicated by small oblique simple lines 
point to the epoch of the first edition of the *' Biblia Fauperum," yet the feeling 
and expression in the designs forbid one to believe that the alphabet proceeded 
originally from either a Dutch, Flemish, or German artist, as several critics have 
supposed. 

In support of this, our own opinion, we would direct attention to the real 
grace and elegance of some of the designs, qualities which were not common to the 
Dutch and Flemish xylographic artists of the middle of the fifteenth century. The 
letters I, L, the prostrate and flying figures in Z, the npper figure of C, the lower 
figures of E and of F, have all a grace and toumure beyond those in the designs 
of contemporary xylographs. Further, take the letter K, where a love-sick 
youth kneeling at the feet of his mistress looks up at her with an expression of 
amorous assurance in his face and exclaims, " You have my heart," while he ofifers 
her a ring affectedly, yet delicately exhibited to her in his right hand. We accord 
with Mr. Chatto in the opinion that " the style of the drawing is not unlike what 
we see in illuminated French MSS. of the middle of the fifteenth century, and as 
the only two engraved words which occur in the volume are French, I am rather 
inclined to suppose that the artist who made the drawings was a native of France. 
The costume of the female to whom the words are addressed appears to be French, 
and the action of the lover kneeling seems also characteristic of that nation. No 
Dutchman certainly ever addressed his mistress with such an air. He holds what 
appears to be a ring as graceftdly as a modem Frenchman holds a snuff-box, and 
upon the scroll before him are engraved a heart, and the words which he may be 
supposed to utter," Mon Ame [mon cceur avez]. (Op. cit p. 134.) 

Against our own view may be ranged M. L^on Delaborde, who alludes to 
this alphabet as *' ^videmment compost et dessine sur bois par Tauteur de la 
premiere ^tion de la Bible des Pauvres." (Op. cit. p. 19.) 

Mr. Ottley considered (MS. catalogue, p. 23) it to have been *' apparently the 
work of a Dutch or Flemish artist .... and I suspect they were engraved in 
England." Mr. Sotheby writes (" Principia," vol. i. p. 1 24), " We thmk the 
figure of the female above the kneeling one in letter K would induce any 
one little acquainted with costume and other relics of art to pronounce the 
lady to be a buxom Froiciir." 

Passavant appears to have been undecided between a Netherlands and Grerman 
source. 

Ottley*s opinion that the series had been engraved in England appears to rest 
only on the manuscript English upon some of the cuts. On B, e, g. is in MS., 
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" R Beths *' (?); on L are the words " London" and " Bethemsted " (?), and on 
the ver90 of tie last piece — ^the floriated ornament — ^is the draft of a letter 

beginning " Right Reverent wershipfull masters and Frynds, In the moste 

loweliste maner that I canne or maje I here recomende me dulj glade to her of 
yor good prosperite and welth." 

This writing has been stated to be of the dme of Henry YIIL Mr. Ottley 
evidently considered the writing on the figures themselves as well as the latter 
to be of earlier date than the period of the monarch in question, a.d. 1509-1547, 
since he remarks, "The writing of both of which words appears to be of the 
fifteenth century, and coeval or nearly so as may be with the date of the cuts 
themselves.** ("Inquiry, &c," p. 199.) 

When this alphabet came first into the possession of the Museum, the sheets 
were mounted by their left hand or inner margins on pieces either of paper or 
parchment about two inches wide. Several of these strips had been cut from 
English MSS. apparently of the same date as the writing on the verso of the last 
pie<^. The sheets thus mounted were enclosed or loosely bound within a double 
fold of coarse' parchment, within which on the outer fold were the words, one 
above the other, " Edwardus Lowes/* in large old English characters, each word 
being enclosed within a scrolL 

In opposition to Mr. Ottley*s opinion, it may be justly inferred, we think, that 
the sheets were mounted and enclosed fully fifty years aft«r the woodcuts had 
their birth. 

With respect to the word " Bethemsted,** Mr. Sotheby remarks that he cannot 
read the word as such ; " after the letter A, if such it be, comes an m or thr^ 
upright strokes, with a dot above the final one, so that the intermediate syllable 
cannot be with propriety read as enu We think the word might with an equal 
chance of correctness be read * Westminster.* '* (Op. cit. p. 124.) 

" In this name ** (Bethemsted), writes Mr. Chatto, " the letter B is not unlike 
a W, and I have heard it conjectured that the name might be that of John 
Wethamstede, Abbot of St Alban*s, who was a great lover of books, and who died 
in 1440. This conjecture, however, will not hold good, for the letter is certainly 
intended for a B, and in the cut of the letter B there is written ' R Betht *, 
which is in all probability intended for an abbreviation of the name ' Bethemsted *, 
which occurs in another part of the book.*' (Op. cit. p. 136.) 

During an examination of the cuts of this figured alphabet, the attention of 
the writer was directed by Mr. Reid to certain sympathies — if we may so write — 
in their design and technic with those of many of the figures in the editio 
prmcept of the " Ars Moriendi ** (aniea, p. 1 93). In this admirable specimen of 
eariy art, some single figures and groups are worthy of the pencil of Van Eyck 
himself and of the graver of Schongauer. Several of the heads in the cut to the 
^ Temptacio dyaboli de avaricia ** (20), and in the next illustration, as also Christ 
on the Cross, and a group of figures in the last cut of all may be particularly cited. 

In these two works, the " Figured Alphabet** and the " Ars Moriendi,** there 
is a similar delicacy and refinement in several of their figures, which circumstance, 
taken in combination with th6 manner of the technic, the peculiar ink or colour of 
impression, the analogous ftamework enclosing the compositions, the character of 
the paper with the anchor for watermark, appears to indicate an alliance between 
the author^p» of the two series. Admitting, however, that the character of the 
designs and inscription of the Alphabet point to a French designer, and that cer- 
tain points connected with the Block Book link it to the schools of the Lower 
Rhine and Cologne, it may be yet conceived that — as before stated — these schools 
were influenced by Flemish art, by the art of Roger van der Weyden, and of the 
Van Eycks ; while Flemish art itself was influenced in some instances by French 
sentiments coming through the artists of the Frankish Netherlands, or when the 
latter was under the sway of the Dukes of Burgundy. A careful survey of the 
Print Room edition of the " Biblia Pauperum ** [D. 1 .] will show also, we think, in 
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certain of the designs and in its technic some characteristics which may incline to 
the opinion that these three works, viz. the " Ars Moriendi,** the ^* Figured 
Alphabet,'* and the edition mentioned of the *' Biblia Pauperum,** were produced 
about the same time and under similar artistic influences. While on this subject 
attention may be directed to some details in the technical execution of a St 
George and the Dragon [D. 79.] among the woodcuts as perhaps affording evidence 
of its production by some one of the same school, but less refined in design and 
less technically capable in execution. 

The figured alphabet under notice would appear to have been unknown to 
Heinecken, Von Murr, Breitkopff, Singer, Dibdin, and other writers of the end of 
the liftst and beginning of the present century. It was presented to the British 
Museum by Sir Greorge Beaumont ; but whence obtained by him we do not know. 
Accompanying it was the following letter from Samuel Lysons, the well-known 
antiquarian and author of the *' Reliquiss Britannico-Romanss ** : — 

« King's Bench Walk, 

"27M itfay, 1819. 
" Mt dear Sie, — 

'' I return herewith your curious volume of ancient cuts. I showed 
it yesterday to Mr. Douce, who agrees with me that it is a great curiosity. He 
thinks that the blocks were executed at Harlem, and are some of the earliest of 
the productions of that place. He has in his collection copies of most of the 
letters executed on copper, but very inferior to the original cuts. Before you 
return from the Continent I shall probably be able to ascertain something further 
respecting them. Wishing Lady B. and yourself an agreeable tour, 

" I remain, dear Sir, 

** Yours truly, 

'^Samubl Ltsohs. 
«* The Astrological MS. is of no value." 

At the back of this letter was the following memorandum in pencil by Sir 
George — 

" Before we returned from the Continent poor Lysons was no more ; and I 
received this note long after his death. 

" 1823. G. J. Beaumont." 

The allusion in Mr. Lysons* note to a copy engraved on copper of the present 
woodcuts is substantiated by the remarks of L^n Delaborde ('* Debuts, etc.," 
p. 19, note), by Passavant's statements (vol. i. p. 119, vol. u, p. 28, et seq.), and 
'*Dcut8ches Kunstblatt" (June, 1850, No. 22, p. 172).* 

This copy in intaglio bn metal has been attributed to the Master of 1464 and 
his school. A complete impression on three oblong folio sheets is known, two of 
which sheets are (according to Brulliot and PassaVant) in the Dresden Cabinet, 
and the third and last is in the Library at Vienna. The seven initial letters on the 
third or last sheet are fixed as separate pieces in a MS. in the Munich Library. 
(Brulliot.) 

The order (we quote firom Passavant) in which the letters are distributed on 
the sheets, is as follows — 

ABCD EFGH 

NOPQ RSTV 

IKLM 
X Y Z. Ornament. 

1 See also Brulliot, vol. i. No. 3182. 
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% A. [Lnperfect in the Museum Woodcut Series.] 

Two b^urded men hold a label forming the middle limb of the letter, and on 
which may be seen four lines resembling manuscript (composed of small strokes 
only), but permitting of the date mcccclxiiiL being clearly to be seen, and quite 
below towards the right hand the mark 'f'.^ 

R. (The mark d wantbg in the Museum Woodcut.) An old man, erect, near 
^' a lion is attacked by a young man with a club, who is placed above. 

; Below is a man with a hood. On this letter below, and very small, is the 

i mark (( . 

S. (A mere fragment in the Museum Woodcut Series.) 
A monster swallowing a head. 
T. (Absent in the Museum Series.) 
Above, a dragon ; below, two monks. 
^ V. (A fragment only present.) 

. Two players on the fife, placed diagonally, the feet joined. In the hack- 

ly ground may be perceived the sign of abbreviation, t&, which may lead to the 

inference that the V might serve also to indicate the W. L^n Delaborde gives 
in his ''Nouvelles Recherches sur TOrigine de Tlmprimerie,** Paris, 1840, p. 19, a 
facsimile of this initial ; but of the two signs which he has added, the first only 
belongs to this letter; the second, as we have seen, is present on the letter R. 
• (Pass. " Peintre-Graveur," voL ii. p. 28.) 

^ ^ That this alphabet was prepared to serve as initials in MSS. and printed 

books the index at Basle affords proof. A like intention makes it clear why 

I several similar alphabets were engraved on copper by other masters of the 

fifteenth century. . . . Whether the woodcuts served the copper-plate engraver as 

a model, or, vice versSt^ I do not venture to decide, for the technicsd execution of the 

\ one series differs completely firom that of the other. If the woodcuts, as regards 

the manner in which their shadows are treated, accord in general with the old 

J Netherlands Canticum Canticorvm and other xylographic works of that period 

and country in which the shadows consist of mostly short horizontal strokes ; on 

the other hand, the hatchings in the copper-plate engravings of the Master of 1 464 

' consist of many close strokes often crossing each other, and which in the draperies 

are more generally perpendicular, or inclined downwards. The ink of impression 

has a very pale tone, and the printing has been effected by means of the rubber. 

These circumstances, and particularly a stiU very inapt management of the graver 

of this otherwise richly fanciful artist, give to his prints a very archaic appearance.** 

(" Deutsches Kunstblatt," 1850, p. 172.) 

'* The subjects of the two Alphabets — the Netherlands on wood, and that on 
' copper engraved by the Master of 1464 (which, however, we have not been able 

\ to compare side by side) — appear to be almost identical ; but the management of 

the graver is different. In both the contours are, it is true, equally heavy, but the 
» shadows in the woodcuts are formed of small, nearly horizontal strokes; while 

i in the burin engraving they are composed of very fine hatchings with l^e dry 

1 point, almost perpendicular, and crossing slightly. It would be very difficult to 

decide which was the original, that is to say, the oldest of these two series; but 
it would be natural to believe on reflecting on the talent, frill of fimcy, of the 
Master of 1464, that he was the inventor of these compositions^ which were after- 
wards reproduced by engraving on wood. The woodcuts are slightly smaller 
than the others, measuring only 3 in. six lines in height, and 3 inches in breadth, 
while the subjects engraved with the burin are 4 inches high.** (Pass. vol. ii. 

p. 30.) 

The watermark on the paper of the present woodcut figured alphabet [D. 21.] 
is an anchor having a small cross springing from a ball between the shanks at the 

^ Passavant, in the ** Deutsches Eunstblatt,** states the date to form a fifth line, 
and to be perceivable *' mit bewaffnetem Auge.** 
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bottom. Half of this mark may be seen on the letters E and I, which marks 
have been traced over with the lead pencil by some former possessor of the series. 
Mr. Ghatto observes (Op. cit. p. 132, note), ^* An anchor is to be found as a paper- 
mark in editions of the ' Apocalypse,' and of the * Poor Preacher's Bible.* Accord- 
ing to Santander a similar paper mark is to be found in books printed at Cologne, 
Lou vain, and Utrecht; from about 1470 to 1480.** 

An anchor (as well as the bull's head) may be observed as watermark on some 
of the sheets of the editio princeps of the " Are Moriendi." 

** On examination, however, of these leaves [the pieces of the woodcut figured 
alphabet] we find that on those containing the letters A, E, and I, a portion of a 
watermark of the anchor appears, the same fitting and perfecting the other por- 
tions of the mark on N, R, and X, by which it seems that the twenty-four designs 
were taken off on three sheets of paper, eight letters on each sheet, the eight 
letten being probably engraved on the same block as in the subjoined diagrams. 



a 

T 


93 


C 


D 



iJ5 


2) 


© 


an 



4^ 


JF 


(S 


V) 





« 


z 


a 



4 



Vi 






Ornamental 
foliage 
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AN ALPHABET IN FIGURES. 209 

"The letter A (nearly all wanting in the Mosemn example) in the first 
diagram should contain the upper part of the watermark belonging to the first 
sheet. By the above arrangement the three sheets could be joined together 
horizontally, so as to form a firieze, in which case the letters would follow regularly, 
from first to last, in two rows. A margin of a little more than one inch was left 
between the top and the bottom row of letters, and a line divided this space equally. 
Perhaps the letters were sometimes cut by this line, and the whole alphabet 
arranged in one unbroken series ; the spaces dividing the letters laterally appear 
to have been much less, and not to have had a similar line dividing them in the 
middle." (Sotheb/s " Principia," vol. i. p. 122.) 

According to Mr. Ottley (** Inquiry, &c.," p. 199), "the left hand edge of the 
second sheet was originally intended to be pasted to the right hand margin of the 
first, and in like manner the third sheet to the second ; when the whole would 
have formed a frieze exhibiting in an unbroken series of two rows, the entire 
alphabet.** 

It may be noticed on referring back to p. 206 that the order of the copper- 
plate series given by Passavant agrees with that designated by Sotheby. 

Of the woodcut Figured Alphabet which has been now described, there 
exists a well-conserved and complete series in the Museum at Basle, on two large 
folio sheets, and faintly coloured in red and yellow. According to Passavant 
(P. G., vol. L p. 1 1 9), there is a communication of Docen in the ^ Kunstblatt ** 
of 1822, p. 51, to the effect that he saw these letters serving as initials to an 
alphabetical index of the Natural History of Pliny, to which they were affixed. 
(Pass, in "Deutoches Kunstblatt," 1850, p. 172.) 



D. 22. 

MOSES. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

ULM (?). 

(No. 144, Wbigbl.) 

CN the middle of the design stands Moses, occupying the whole length of 
the print. He is frilly draped, but barefooted, and rests on a narrow 
pedestal. He is surrounded by inscriptions and iUustrations, having 

reference to the Law and infractions of it. 

The great Hebrew Lawgiver is bearded, and with long hair to the shoulders. 
The horns on his head take the form of the sides of a lyre, supporting at their 
tops a scroll, having inscribed on it 19 OS tftB |)!S Bfi : mSHucti 0iin'« the latter 
words having connection probably with the **Decem abusiones plebis,** inscribed 
on a scroll, which the Lawgiver holds aloft with his left hand. The long tunic of 
Moses is gilded around his waist ; there is an outer cope-like vestment, the collar 
of which is adorned with precious stones. Moses holds up with the right hand a 
diptych, on the outer wing of which is inscribed at the top l^dma, and analogously 
on the other wing 6mmlia« Below the word IPrinuiy are the following words — 
Z)ilt0e Bominum BeO tun ex toto come tuo et ex tota ala tua et In tota mfte |)oc e maximii 
ft pmum inantiatu» On the other side below ftecunHa is engrave^ — ftecfUlUin 
aut 0imile e ^uic ISHliaif [<<c] proximo tuQ 0icut te ipmim Jn ^r0 liuoh" iiianliati0 
torn lex penBet et pcopi^ete. 

p 
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On each side of Moses is a series of ten scrolls, of wHch those scrolls on the 
right hand have inscribed on them the infractions of the law committed by the 
people, and on the scrolls on the left are named the *' plagues of Egypt.** At the 
outer side of each series of scrolls is a row of pictorial illustrations, rdative to the 
subjects recorded on the scrolls. 

On the first or uppennost scroll on the right hand are the words — *^ i^Otil Ctcit 
i^OIIIOt" the accompanying illustration to which represents the idolatry of a man, 
who kneels before an image of the Evil One on a pedestaL On the first scroll on 
the other side are the words — ** Ij^rima rube0 linTiat'' by the side of which is the 
illustration of a river changed into blood. Above the series of illustrations on the 
left hand is a scroll, having on it the words — *^ Decent pla0a ^sn^ta/' 

Immediately below the collar of the mantle of the Lawgiver begins a series 
of oblong tablets, ten in number, and running down the front of Moses to the feet. 
These tablets are about an inch in width and half an inch in height, and have a 
narrow border with two lines. On each tablet is inscribed the ten commandments — 

Qtumt ctene neu— nee tiane ittta p imn— ftahbaca aaxittUUtg—Viabtsa in itmU 

The figure of Moses is fairly designed and drawn, and the technic is firm and 
decided. The smaller illustrations, howerer, are mostly of inferior character, though 
one or two of the designs on the right hand are by no means bad. The print 
was formerly in the possession of T. O. Weigel, who remarks concerning it — 

*' This rich figure is well designed. Moses stands in dignified attitude, elevates 
the diptychon and scroll to the proportionate height of half his head, and looks 
out earnestly towards the world. The drawing shows the artist. The folds of 
the drapery are soft and natural, expressed partly by descending lines, partly 
through diagonal hatchings, and partly through both media. The technic also is 
sure, dexterous and powerfuL The colouring is carefril in the principal figure. 
In the hair, the fiesh parts, and in the drapery the shadows are produced by 
deeper hues of the particular local colours. The colours — at least where they are 
not mineral — appear somiewhat faint. ■ We find madder red, rather pale in the 
vestments of Moses, of the unhappy fiiither, of the murdered person, of the seduced 
woman, on several walls of buildings, on the diptychon with the exception 
of the white spaces which are intended for the inscriptions, and on the base of 
the statue of the idoL There is dark grey in the hair of Moses, verdigris, appa- 
rently tempered with chalk, in the mantle, in the jewels of its border, on the flat 
surface of the pedestal, and on the foreground of all the smaller illustrations. 
Yellow ochre, but rather pale, appears on the horns, border and lining of Moses*t 
mantle, on the woodwork of the smaller illustrations, and on the borders sepa- 
rating the latter firom each other. Cinnabar red is to be found pale in the flesh 
of Moses, but very powerfrd in the blood-red river, on the roof of the church, on 
the clothes of the idolater, of the perjurer, of the sabbath-breaker, murderer, 
thief, judge, seducer, usurer, and on the bed-cover of the adulterer. Brown at 
length appears in various shades in the clouds, in the wings of the lice and fliesi 
and on the clothes of the weeping mother. This system of colouring points to 
the school of Ulm. The time of the production of ^e print appears to have been, 
that when the nicked folds of the draperies disappeared, and the rounded hooped 
folds began. We must conclude, therefore, that it was about the third quarter 
of the fifteenth century. Our print is not without many small damages. At the 
sides and lower edge it has been cut to the quick. A watermark to the paper is 
not visible.** 

While this example of early Art is under consideraticHi, reference should be 
made to that previously described under B. 1 . 

[16^ X ll|in.] [Coloured.] 
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D. 23. 
THE SACRIFICE OF ABRAHAM. 

LATTEB PART OP THE PIPTEENTH CENTURY. 

ULM (P). 

|N the left stands Abraham bareheaded, in a close-fitting tunic with 
long sleeves, about to sacrifice his son Isaac. His right hand, grasping 
a long straight sword, is raised high above his head. The sword 
appears ready to descend on his son, who kneels with clasped hands 
before an altar on the right hand side of the composition. Above the altar hangs 
a ram by the neck firom a tree. At the upper right hand comer an angel emerges 
from a cloud of rays who arrests the descent of Abraham^s sword. Behind and 
to the left of the patriarch is a tree, and on the foreground below Isaac lies a 
bundle of lighted faggots. Both Abraham and Isaac have on pointed shoes. 

The design is of inferior character ; there is not any cross-hatching, but some 
shadows are indicated by parallel oblique lines. * The actual cutting is clean. 

The system of colouring adopted appears like that of Augsburg and Ulnu 
Deep madder carmine is present in the drapery of the angel and Abraham, and 
this has received a coat of gummy varnish. The wings of the angel, the foliage 
of the trees and the ground are of verdigris green ; the tree stems, the altar- 
step and the rays are of a deep yellow colour. A double border line encloses the 
composition, the border being coloured a heavy red. 

[4j. X 2^ in.] [Coloured] 

D. 24. 
THE YOUTHFUL JESUS ON A BANK. 

LAST DECADE OP THE PIPTEENTH CENTURY. 

SWABIA. 

(No. 220, Weigbl.) 

^N the middle of the composition sits the youthful Jeeus on a cushion 
placed upon a grassy bank. The body is directed towards the left, 
the head towards the right hand. A cruciform-rayed nimbus, without 
border, is around the head, the hair is waved and flowing, and the 
Saviour is draped in a long loose and graceful robe, below which appear the naked 
feet. The right hand of Jesus is pkced on a branch of a rose-bush (?) which 
springs up from the grassy bank, while the left hand holds a rose-branch at the 
bottom of the stalk. From the flower-stem on the left springs a bordered scroU, 
on which is the word JiitiSU0, By the side of the o&er flower-stem on the right is 
a scroll on which is inscribed Cci0ttl0. 

The print has been brightly coloured. The rays of the nimbus, hair, flower- 
stems, and the inmiediate foreground of the bank are yellow. The cruciform 
divisions of the nimbus and the drapery are of a bright rose madder. The grassy 
bank and the leaves of the flower-stems are of a deep green. 
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Formerly in the Weigel collection. " The drawing is good if also somewhat 
mechanical, the technic is sharp, the impression produced with the rubber is also 
sharp and of a black colour. The angular sharp drawing, the sharp cutting, the 
colour — of a lively shining madder red, bright yellow, and powerftQ green — point 
towards Swabia. The form of the rayed glory points towards the last quarter of 
the fifteenth century." (Weigel nnd Zestermann, vol. L p. 353.) 

There is not any watermark to the paper, which latter is Aat in use in Swabia 
-during the fifteenth century. 

[4|. X 4f in.] [Coloured.] 

D. 25. 

JESUS CHRIST IN THE HABIT OF THE ORDER 

OF ST. FRANCIS; OR, THE REDEEMER 

TREATED SYMBOLICALLY. 

LAST DECADE OP THE FIFTEENTH CENTURY. 
GERMANY. 

^E must at once confess that we &re not quite satisfied with the inter- 
pretation which is here given of this design. Our reasons for coming 
to the present conclusions are, however, placed before the reader so 

that he may arrive at a judgment of his own. 

A figure in early manhood draped in the grey habit of the order of St. l^Vancis, 
stands in reverent attitude in the middle of the print. Around his head is a large 
circular cruciform nimbus (properiy the attribute of the Gkxlhead only). The hair 
is divided in the centre and falls down gently over the shoulders. The head is 
depressed and slightly turned over the right shoulder; the hands are brought 
forward and clasped in front on a level with the diaphragm. The expression of 
the features is that of a lowly reverence. The feet have apparently been repre- 
sented unclothed, but the print having been cut away at the bottom, these appen- 
dages have been almost entirely removed. 

A scroll curves over the figure from the right shoulder to below the left arm. 
On this scroll has been written in sharp Gothic characters with contractions^- 

'* ^ui0 cuiStoBit 00 muim cuotoBit animam euam/' (Lib. Proverb : xiiL 3.) 
'^ iWLor0 et Dita in manihu0 linguae 0uae/' (Lib. Proverb: xviii. 21.) 

Colour has been delicately and appropriately applied to the print, which forms 
truly a beautiful design. The pose, expression and drapery are of very refined 
character, and the technical execution is of the most carefiil kind. The flesh 
parts are of a very faint light red, the disc of the nimbus is yellow, the crucifi^rm 
limbs of it having been tinted also with light red. The hair of the head is light 
brown, 'the short beard is just indicated, the habit is of a cool grey. The 
background is quite plain. A single border line encloses the composition, with 
the exception of the upper line of the top of the scroll, which projects beyond it. 

The presence here of the cruciform nimbus has led to our considering the 
figure to which it is attached as representing our Saviour in early manhood, and 
as practising that humility and abnegation of the world which was copied by, and 
so distinguished the Seraphic Father, St. Francis of Assisi, the founder of one of 
the three great mendicant orders. 

Yet our supposition may be erroneous ; for " the artists, like the copyists of 
the Middle AgQs, were often but little instructed ; the copyists missed a word, a 
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phrase, the artist omitted a constant character either from n%ligence or through 
ignorance. We must not be astonished, therefore, if we often meet with one 
of the Divine Persons withdnt a nimbus, or with a continuous nimbus not 
cruciform. Analogous mistakes are extremely common .... A contrary error 
but of much less frequent occurrence bestows the cruciferous or Divine nimbus 
on a simple mortal An ancient MS. of the library at Amiens exhibits at the 
top within a large arabesque capital B, a young beardless man, crowned with a 
diadem, seated, holding an open book in the left hand, and dipping a pen in an 
ink-bottle with the right This youthful scribe bears a cruciferous nimbus, he is 
intent on the inspiration of a dove, who pours into his ear the poetry he is about 
to write. Certainly the miniaturist has made a mistake : this young man is David 
writing his Psalms, or at the utmost it could be but St. John the Evangelist 
assisted by his eagle ; but in either case it is a mortal, and not God. In the 
library of the Arsenal there is a miniature showing a priest officiating, ornamented 
with a cruciform nimbus of gold. This person might be Jesus Himself exercising 
the priestly functions, but it should be remarked that he is bald, as St Peter is 

represented, and that Christ is never bald The Missal of the Abbey of St. 

Magloire, which belongs to the fifteenth century, exhibits the Nativity of Mary, the 
little Virgin bearing a nimbus of gold which is divided by three cross-bars. But 
the Virgin has also a large aureole, which surrounds the body exactly as in the in- 
stance of Grod himself (as shown by an illustration further on) — the Virgin is almost 
God. However, it might be conceived that some extreme devotee had intentionally 
invested her with a cruciform nimbus, and that there was not any error in point 
of fact. But the error is manifest and twofold in another manuscript which 
belongs to the end of the thirteenth century. In it may be seen the prophet 
Johel, young, beardless, bearing the cruciferous nimbus. Johel listens to God, 
who speaks to him, and — ^what is curious — God bears a simple continuous nimbus. 
Here, then, has been a transposition : Divmity has passed over with the cruciform 
nimbus from Crod to the prophet, while humanity has migrated from the prophet to 
€k)d. These errors are full of interest ; they throw a certain light on the instruct 
tion of the Christian artists.** (Didron, ^ Iconographie Chrctienne,** p. 51.) 

[5i X 3i in.] [Coloured.} 

D. 26. 
THE RAISING OF LAZARUS. 

SECOND HALF OF THE FIFTEENTH CENTURY. 

GERMANY. 

the foreground runs obliquely across the composition a low open 
tomb, having its head nused on our right hand. From this tomb rises 
Lazarus, in grave-clothes, with raised and joined hands, and uncovered 
face. He is seen to the middle of the body. Over the further edge 
of the tomb at his side hangs a part of the grave-clothes. St. Peter leans over 
the latter with his hands directed towards Lazarus, and his head turned round 
towards Christ, who stands on the lefl at the frirther angle of the end of the tomlk 
St. Peter has a circular nimbus. Our Lord has a cruciform nimbus, long black 
hair and beard. He looks down towards Lazarus, raising his hands as if about 
saying, " Lazare, veniforas " (Johan : xi. 43). Between our Lord and St. Peter 
stands Martha, one of the sisters of Lazarus, from wliom runs a long scroll, on 
which are the words in sharp Gothic characters, and with contractions — 

^* Oomine 0i Cui00r0 ))ic, fratet ineu0 non fui00e mortuu0.** (Johan : xi. 21.) 
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Over the head of Martha is a circular nimbus, the disc of which is rayed. 
Martha looks towards Christ, and directs her right hand towards the tomb of her 
brother Lazarus. 

On the left hand of Christ, and at the foot of the tomb, stands Marj Magda- 
lene, with raised and clasped hands. Around her head is a circular nimbus, with 
a crenated border to the disc Mary has long flowing hair, and a long loose 
mantle which hides her feet. She looks down in humility. Behind these figures 
is a group of thirteen disciples all bearing nimbi. One of the group is a female, 
and of the more distant of the group only the nimbi are to be seen. On the 
right hand at the further edge of the tomb and behind the risen Lazarus, are two 
figures conyersing, one of whom is a Jew. From the left hand of the companion 
of the latter runs a scroll bearing the words— 

4< ®cce qtumioBo amaiiat emn.** (Johan : xL 36.) 

Behind these two persons the heads of other figures may be seen. In the 
background rise the towers, spires, &c. of a fortified town, i.e. of Bethany. At 
the upper right hand comer of the print emerges the hand of €k>d the Father 
firom some clouds. The fingers of the hand are placed as in the act of bene- 
diction, and from these project rays, so as to form a cross.^ 

Li front of the tomb and in the immediate foreground runs a long scroll, one 
end of which touches the lower drapery of our Lord, while the other end extends 
to the lower right hand comer of the composition. On this scroll is inscribed — 

** ®00 0um ce0une(tio et titOt tivd ctmit in me etiam 0i mocttiud Cuexit, tibet/' 

(Johan : xi. y. 25.) 

Between this scroll and the tomb lie a shoyel and pickaxe. 

The print has been coloured, and it appears as if some slight kind of metallic 
illumination had been applied to certain parts, as, e, g. to the cruciform limbs of 
the nimbus of Christ, on the rays near the fingers of the Deity, on the turban and 
mantle of the person talking to the Jew, on the draperies of Martha and Mary, and 
elsewhere, but which metallic illumination has now changed or vanished. It is right 
to add, howeyer, that an authority we respect, and to whom we submitted the 
print and our opinion, differed with respect to the latter. Mr. Frederick Greorge 
Stephens (the authority in question) considered such lustre as remained was due 
more probably to the contracted particles of a gummy colour like camboge, or 
of some gummy varnish, which had been applied over the colour. Another 
authority was in accord with our own opinion. Green, yellow, and light brown 
colours are prominent. A black border line encloses the composition, down to 
the outer edge of which the print has been cut. 

[10 J X 7f in.] [Coloured.] 

^ Antea^ p. 20. 
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D. 27. 
AN "ECCE HOMO/' 

LATTER THIRD OP THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 134, Weiqbl.) 

fflE head and naked body (to below the false libs) of our Lord are 
here represented. The action of Christ is somewhat of a crossed 
character. The head is inclined over the right shoulder, and the 

look is towards our right. The body is turned slightly towards our left. 

Around the head is a wreath of thorns, and above, an elegant cruciform nimbus. 
The hair is thick and black, and falls to one side over the right shoulder. Our 
Lord directs attention to the puncture in His right side with His right hand, from 
the wound at the back of which blood flows, as it does copiously also from the 
gaping wound in the chest. The left hand is so raised as to exhibit the wound in 
the pdm, whence the blood flows in a stream down the forearm. There is much 
expression in the face of pain and sorrow ; the drawing of the right hand is fine 
and artistic, and there is a feeling and delicacy about the design which must be 
evident to the observer. Above and on a level with the middle of the head is in- 
ficribed on our left tU [ecce], on our right ^om [^omo] ; these words being im- 
perfect from the damage the print has received. 

Colour has been applied. The wreath of thorns and parts of the cruciform 
limbs of the nimbus are of a pale greenish-yellow tint ; the wounds of the body 
and hands, the central parts of the cruciform limbs of the nimbus are bright red ; 
the hair is of a deep brown hue, or almost black, and the background is brownish- 
yellow. Unfortunately this valuable relic is in bad condition, and thus the original 
beauty of the work can be conjectured only from its present state. It was 
formerly an ornament of the Weigel cabinet. 

*• To indicate the place and time of its production would be very dfficult. In 
its way it stands alone almost. In the library of the Church of Our Lady at 
Danzig is a folio print representing the 'Arms' ' of Christ. In the middle appears 
the half body of our Lord rising above the tomb almost in an identical position 
with that of the figure in the example before us. But irrespective of the chrcum- 
stance that the former is not so feelingly represented nor so finely drawn, it difiers 
in several other particulars. The drawing and technic, pose and character of our 
present example, are developed so artistically and are so beautiful that one is 
involuntarily reminded of a master such as Martin Schon. The soul-expressive 
eyes, the features full of character, the fine flowing hair, the well-made-out 
wreath of thorns, and even the delicately-formed letters of the inscription ^efer 
us unquestionably to the middle of the second half of the fift;eenth century as the 
time when the print was produced. Unfortunately not an indication exists as to 
who was its author. As to the place of its production we are ignorant also. We 
acquired the print from Professor Ackermann, who had removed it from a MS. of 
the fifteenth century, with the immediate scription of which it was so connected 
that it must be regarded as having been contemporaneous with the manuscript in 
question." (" Antange, etc.," vol. L p. 218.) 

[5f X 4f in.] [Coloured.] 



* Antea,^ 152, C. 8. 



Digitized by 



Google 




216 WOODCUTS, 

D. 28. 
AN "ECCE HOMO." 

MTODLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

I UR Lord, as an emaciated, naked figure, stands alone on the design. 
The body is bent and directed in action towards the spectator's left 
hand. The head is slightly inclined over the right shoidder ; around 
the brow is a dense wreath of thorns. The hair is thick and long, and 
falls over the shoulders. Our Lord's body is marked all over with wounds 
streaming with blood, the result of the flagellation to which He has been subjected. 
The arms are brought forward in front of the body, and crossed at the wrists over 
the pubes. Li the right hand Christ holds a large rod, and in the left a scourge 
of three thongs, each thong having at the middle and the end a large and spiked 
knot. Below the figure are seven lines of inscription (occupying a space of l|4h8 
of an inch) in Qothic characters, to the following effect, viz. — 

** aneetm 1)txm Ipo ipu Un atin itili^tt leib Qberal mit Ben Bt^uv^m ^ef* 
ten In Ben sai^eln bnopffen atoo jemerlid^ 5erri00en erlocijert unB berhninBet tootnen 
1180 Bet uoUet rdcj)er unB fitun^el creiilici) seBtalt [?] cetoeat [?] itnn Bein f^eilig 
Eippen ceBCf^en toottien [?] ii 9l0 man ji^at in Ben i^iinU0ci)en oSenbaenmP daint 
98ri0iteii im ♦ * ♦ * [?] Biiii buct^ im Ixjc capitel/* 

The above inscription having come off very imperfectly in the impression, a 
former possessor of the print has gone over the imperfections with pen and ink. 
The latter has *' run ** in places, and thus rendered matters worse. Apparently 
the same person has written below and outside the border lines of the cut — 

" Lin dergleichen gestalt ist Xpr lEi vor kurtzer jarn einer 
Schwester unsers heiligen Ordens erscheinen ab .... in dem ... . ?** 

A double border line encloses the figure and engraved inscription, the latter 
being separated from the foreground of the figure by a narrow black line. Hie 
entire ground of the print is plain. 

Colour has been applied of deep and heavy character. The colourist has 
gone over the general outline of the body with a deep brown tint, which has been 
used also heavily in the shadows about the pelvis, and to the hair of the head. 
The whole body of our Lord is marked with blood, which streams from the 
wounds residting from castigation. Here and there the 'Woller Locher und 
Runzeln " are indicated with spots of opaque white or body colour. 

The wreath of thorns and rod are loaded with verdigris. The border has 
been tinted a crimson red. 

The paper is strong and coarse with unusually large wiremarks, part of 
the large bull*s head watermark may be observed. The print presents altogether 
a peculiar appearance. 

[6f X 4f »"•] [Coloured.] 
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D. 29 a. 
AN "ECCE HOMO." 

FIFTEENTH CENTURY (?). 

ENGLAND (?). 

^HIS extremely interesting little print represents the subject it brings 
before us in a devotional and 83rmbolical manner. It was discovered 
by Mr. William Young Ottley, in the sale catalogue of whose collection 
it is thus referred to. (London, 1837.) 
** 1894. The Ecce Homo. A very singular and interesting print representing 
the upper part of the body of our Lord on the cross, with blood gushing from the 
wounds; below the print are six Hues in English granting an indulgence to those 
who devoutly on their knees say six pater nosters and six avees ; the cut measures 
4|* inches by 2^ inches. It appears from the holes in the margin to have been 
pinned against a wall, or perhaps sewed with a needle against some tapestry.** 
^ ' . * This is the earliest print by some centuries which bears an English inscription, 
and is probably by a native artist. Mr. Ottley considered it the most curious 
print in his collection ; with it is the facsimile he had made for his unpublished 
work.** The work here referred to is *' An Inquiry concerning the Invention of 
Printing, Ac," London, 1863. Edited by J. Ph. Berjeau.] 

Mr. Ottley thus comments himself on tiiis print in the " Inquiry,** p. 1 98 : — " Of 
the early use of wood engraving in England, although no one can doubt the fact, 
I am not aware that any certain evidence has hitherto been produced by any 
writer on these subjects, and I have therefore great pleasure in laying before 
the reader the facsimile [D. 29 b'] of an ancient wood engraving, unique, I 
believe, in its kind, which, it is evident from the language and the forms 
of the characters in the inscription under it, was engraved in this country, and 
which bears, I think, such marks of antiquity as to render it not very improbable 
that it may be as old as the St. Christopher [1423]. This interesting specimen 
represents the half figure of Christ after his Passion, with the Cross on which he 
suffered. It is remarkable that the title on the label at top is in Greek ; though 
the two first words of it— 6 : B7lCTA€VS — are all that it has been found possible 
to decipher, the characters that follow being very equivocal. Over the arms of 

the Cross we have IC, XC, and below ^®cce f^Oino*' In the margin under- 
neath are these four verses written in old English characters, among which are 
the to and the Saxon character denoting th, exactly formed as we find them in Eng- 
lish MSS. of the end of the fourteenth and the early part of the fifteenth century — 

** %tznt 0ce0or* Wiit^ oser [other] pope0t 9 hF00f)ope0 m futa* SS^abe snut ' 
ten of iiatnon xpn Hares 9 pj:bi mill reec* Zo mm m befoi rie frcui on ireir 
ftnre0 Detioutfn 00; ♦ t) « pater no0tec 9 * t) ♦ atees* 

^ I had the good fortune to discover this little woodcut several years ago 
stitched on a blaok leaf at the beginning of a manuscript book of devotion on 
vellum, which I judged to be of the latter part of the fifteenth century. But it 
was evident, from the numerous needleholes in the margin, that it had been in like 
manner sewed into at least two other books previously ; besides which^ it appears 
firom the back of the print that in the first instance it had been folded, and that 
for a length of time it had been carried about by the devout possessor of it in a 
small pocket-book. This piece is printed in a brown tint by friction.** 

The ^* very equivocal characters*' alluded to in the preceding extract as fol- 
lowing the words O • BACTACyB are to be interpreted as hora tertia. This 
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solution of the difficnltj we owe to the kindness of Mr. Thompson, the keeper of 
the MSS. in the British Museum. Mr. Thompson himself, we understood, receiyed 
the due to the enigma from Mr. Henry Bradshaw, Librarian to the Universitjr of 
Cambridge. 

Though the forms of the figure of our Lord are here angular and meagre, yet 
there is much delicacy and refinement about them. The subject is treated in a 
tender and reverent feeling after the Byzantine manner, and frt)m a late picture 
or miniature of which school we believe the pictorial portion of this cut to have 
been copied. The style of colouring which has been adopted, simple as it is, is 
far from inefiective in its way ; it is quite removed from commonness and vulgarity, 
and bestows on the print, the paper of which has become toned down to a rich 
cream colour, Ihe characters of a painting on vellum. 

The disc of the nimbus is of a deep golden yellow, divided by cruciform rays 
of bright vermilion. From each wound in the chest and hands issue two large 
and clearly defined drops of blood, bright vermilion. The hair of the head is of 
a rich deep brown or warm black, as are also the perspective edges of the Cross^ 
and of the tablet of the superscription. The broader surfaces of the Cross are of 
a light warm black hue, and the capital letters and numbers of the inscription at 
the bottom have been overlaid with a golden yellow tint. The border which 
encloses the whole has been coloured Hght red. The whole of the background, 
the tablet of superscription, and the body of Christ have been left plain. 

The technic is clean and precise, and both it and the drawing of the contours 
have been carefully attended to. Under any circumstances the example is one of 
much interest. It was exhibited to the public in the King*s Library of the 
Museum, in the year 1867. 

[4} X 2im.] [Coloured.] 

D. 29 b. 
AN "ECCE HOMO." 

PROOF copy of the facsimile of the previously described print 
[D. 29 a], which was prepared by Mr. Ottley for insertion in his work, 
entitled ** An Inquiry concerning the Invention of Printing, Ac." This 
work was published after Mr. Ottley's death. It was prefaced with an 
** Intrdouction " by Mr. J. Ph. Beijeau, and the copy before us bears the imprint 
of Joseph Lilly, London, 1 863. This facsimile of D. 29 a, may be found fkdng 
page 198 of the work in question. 

D. 30. 

CHRIST AFTER THE FLAGELLATION, AND 
THE BEING MOCKED. 

LATTER PART OF THE FIFTEENTH CENTURY. 

GERMANY. 

k ETE design represents the interior of a prison-like room, in one comer 
of which is a marble column, to which our Lord is attached by a coid 
passing around His waist. Christ is naked, with the exception of a 
loin cloth being present, one end of which hangs over the left hip. 
The action of the figure is to our left hand. Our Lord stoops much, resting both 
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His hands above the knees, as if in suffering. A large cruciform nimbus encircles 
the head. Above the latter is a tablet on the wall, having some Hebrew letters 
on it In the wall of the right hand side of the room, and behind Christ, is a 
window with crossed iron bars, through which gazes the Blessed Virgin on her 
Son. A circular nimbus is above her head. Opposite Christ, and on our left, 
are two soldiers about leaving the room of punishment, through an open and arched 
doorway. The last to leave has a flagellum in his left hand, and under his lefl 
arm a rod. He turns round and mocks at Christ with his right hand. On the 
floor of the prison lie twigs from the rods loosened in the flagellation. The beams 
of the ceiling of the room are visible, and with the lines of the pavement run in 
tolerably correct perspective to the point of sight Shade is indicated by widely 
separated parallel lines. 

Colour has been applied to the lips only of the figures. A double border line 
encloses the composition. The flower stdk and part of a bull*s head watermark 
are present This print is referred to in the ^* History of our Lord,** by Mrs. 
Jameson and Lady Eastlake, vol. ii. p. 83. 

[4t X 3i in.] , [Uncoloured] 

D. 31. 

THE VIRGIN WRAPPING THE LINEN CLOTH 
AROUND OUR SAVIOUR'S BODY. 

FIFTEENTH CENTURY. 

FRANCE (?). 

CHRIST is being led to execution, passing onwards to our right hand. 
Behind Him follows His Mother, who is about girding the body of her 
Son with a cloth. A soldier in armour has just stripped the mantle 
from our Lord*s body, which is marked all over with the blood result- 
ing from the flagellation. Christ stoops forward, but turns round His head to 
look towards His Mother. Around the Lord*8 brow is the wreath of thorns, and 
a cruciform nimbus encircles the head. The hair and beard are strongly marked. 
Behind Christ are two other soldiers, and behind the one stripping off the mantle 
is another soldier in armour. Two holy women attend upon the Virgin Mother, 
but not much more than their nimbi can be seen. Though the action of the 
principal figure seems somewhat affected, yet the drawing, particularly of the 
lower half of the body, is very good. From the action in question, we should 
judge this print to be probably of French origin. 

Colour has been resorted to— yellow, light brown, and madder red are the 
dominant hues. The wreath of thorns is of verdigris green. A border line, here 
coloured red, encloses the composition. The print has been cut away so much in 
places as to render its condition rather defective. It has been backed with a MS. 
from a book of Latin prayers. 

Alluding to the incident here pictorially represented, it is remarked in the 
^ History of our Lord,** that, '^ if it does not claim our assent like the last [Christ 
stripped of His garments] as to a fact which must have happened, it obtains our 
sympathy on grounds which only a very morbid delicacy could criticize. It is a 
fiction, like other passages we have considered in the part taken by the Virgin in 
the Passion, but this time a fiction not at variance with the beauty of her character, 
and therefore harmonious and touching when seen in Art. This subject is 
rarely seen, but may be traced to a passage from a dialogue on the Passion of our 
Lord, much after the fashion of St Brigitta's '* Revelations,*' by one Dyonisius k 
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Richelf a Carthusian who makes the Virgin saj, ^ Panniculmn capitis mei circmn- 
ligavi lumbis ejus ** (I wrapt £Us loins round with the cloth firom my head). (Vol. ii. 
p. 126.) 

[3| X 2| in.] [Coloured.] 

D. 32. 

CHRIST ON THE CROSS, SYMBOLICALLY 
TREATED. 

SECOND HALF OF THE FIFTEENTH CENTURY. 
NETHERLANDS. 

[ N the present example of early Art, the subject of the Crucifijdon of 
our Lord is represented in a highly symbolical manner. 

It may be observed in the first place, that the Cross itself is in the 
form of a pectoral cross with large ornamental tablets at tfie ends of 
both transverse and upright limbs, and trefoils at the comers where these limbs 
decussate. Within the ornamental tablets are the emblematic effigies of the four 
Evangelists. St John is at the top of the Cross ; St Mark at the bottom ; St 
Matthew on our left side, and St. Luke on our right Obliquely across each 
effigy runs a scroll, on which ia the name of the particular Evangelist. 

Christ is extended on the Cross, the head being inclined over the right shoulder. 
Around the head is a cruciform and rayed nimbus. A wreath pf thorns is around 
the brow, a narrow loin cloth is present, the feet are crossed, but there is not any 
suppedaneum. Blood streams from the four chief wounds. On our Lord*s right 
side, immediately below the transverse beam of the Cross, hovers an angel, who 
holds a large chalice in each hand, in which he receives the blood from the wound 
in Christ^B right hand, and from that at the right side of His chest ^ Below this 
angel is a second one, who receives in a like chalice the blood as it streams 
from our Lord*s feet On the other side of the Cross is a third angel receiving 
the blood as it drops from Christ's left hand. 

Above, and running paraUel with the transverse limb of the Cross, is a broad 
scroll, on which is inscribed in two broken lines of large lower case Gothic cha- 
racters — 

^olcotfui calbar Iocu0 t)ili00im* iett 

tn quo pmtanim [?] cemi0 |^oc patn tri0te 

Above this scroll are emblems of the sun and the moon, the sun being at our 
left hand, the moon at the right hand comerof the print Below, on the right hand 
side of the Cross, stands the Virgin with depressed head, sorrowful expression, 
and raised and clasped hands. A large nimbus, with border and rayed disc, is over 
her head. A long two-edged sword pierces her chest. She is clad in tunic and 
mantle, the latter passing over the head. Her feet are concealed by this drapery. 
On the other side is St John, clad in tunic and mantle, with raised and clasped 
hands. A nimbus, with border and rayed disc, is over the head. Not any book 
of the Gospel is here to be observed. The tunic is girded around the waist, the 
ends of the girdle being shown, as are also the toes of the bare feet The hair 
of the head is thick and curly. 

Above the heads of the Virgin and of the Evangelist, and below the extended 
wings of the angels, are the words — % iWacia 6 3lo|)anne0 respectively. 

1 On the piercing of the right side of the chest of Christ, see Twining's 
'* Symbols and Emblems,'' p. 88. 
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The immediate foreground is covered with herbage, a very large plant being 
represented between St. John and the foot of the Cross. Mueh of the ground is 
the work of restoration, however, the print having received considerable damage. 
There is restoration elsewhere also, and the entire print has been carefdllj lined. 
A border line, much restored in places, encloses the composition. 

The countenances of our Lord, of His Mother, and of St. John are heavy in ex- 
pression ; those of the angels much less so. The latter figures are the most artisti- 
cally designed of the group ; their drapery, though very acute and angular in its folds, 
is really well cast, and two of these angels at least are graceful and charming figures. 

Colour has been resorted to ; it is now pale in hue. The brown tint of the mantle 
of the Virgin and of the vestment of one of the angels has stood the best. The rose 
tints of the Yirgin^s tunic, of the mantle of St. Jolm, of the angel with two chalices, 
and of the framework of the ornamental terminal tablets have been fugacious. The 
yellows of the nimbi, of the borders of the Cross, &c., have also flown. The ink of 
impression is pale and of water-colour, much like that of some of the Block Books. 

At the lower part of the print is a watermark of a crown, firom which rises a 
stalk, having at its top two obliquely crossed bars. 

Though the figure of out Lord and of St. John, the common character of the 
symbols of the sun and moon, &c., would point to Qermany as the place of the 
production of this example, yet the draperies, the figures of the angels, and some 
other parts lead to the supposition that the Flemish School was its originator, or 
at least the School of Cologne, of of the Lower Rhine, as influenced by the Van 
Eycks. 

LHtX 9i^l [Coloured.] 

D. 33. 
CHRIST ON THE CROSS. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

LOWER RHINE SCHOOL. 

(No. 171, Wbigel.) 

(N the centre of the composition is a tan Cross, the transverse beam of 
which touches the inner line of the border of the print On the Cross 
hangs the Saviour, from whom life has departed ; the head is inclined 

_ over the right shoulder, and the fingers hang flaccid or bent over the 

nails which pierce the hands. A nimbus and wreath of thorns encircle the head, 
the feet are crossed ; there is not any suppedaneum. The loin cloth is narrow and 
close fitting. Blood drops from the wounds in the left hand, fitmi the brow, from 
the right side of the chest, and from the feet. The hair of the head is thick and 
dark, falling over both shoulders. A narrow beard is present 

On the transverse limb of the Cross to our right hand of the Saviour's head is 
a tablet, on which are the letters INRI. 

On the left hand side of the Cross, and close to it, stands Longinus in armour 
of the fifleenth century. He raises his right hand as he recoils somewhat in 
wonder, and looking up at Christ appears to say, " Vere hie homo Justus erat " 
(Luc: 23,47). 

Behind Longinus are three soldiers, of two of whom the busts only are to be 
seen; one wears a pointed cap, the other a close-fitting rounded one. The 
soldier with the pointed cap holds erect a banner, the other bears a halberd across 
his left shoulder. Of the third soldier the entire body nearly is seen in profile. 
He is clad in a short surtout, tight breeches and hose, and pointed shoes. He has 
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a round cap with a long tail on his head, and a straight short sword at his side. 
He appears as if stepping towards the Cross. Immediately in front of Longinus^ 
and of these three soldiers, stands a man in a long robe, close fitting about the 
chest, and with short wide sleeves. Around his waist is a scarf-like girdle. He 
wears a flat cap and pointed shoes. 

On the other side of the Cross is the Virgin, who has fainted ihd fallen back 
into the hands of St. John and of Joanna. She is covered firom head to foot in a 
long mantle, which is open in front exhibiting the tunic beneath. A nimbus is 
over her head. Above the latter appear the heads and nimbi of St. Mary Mag- 
dalene and St. Mary (the mother of James). St. John casts aside his head in 
sorrow, while Joanna looks anxiously at the fainting Virgin. At the foot of this 
group, and in the immediate foreground, lie a skull and some bones. 

In the background, and on a hill, rise some houses and a castellated tower 
above the group of the Holy Women. Above the soldiers the flattened summit 
of a hill runs across the background. A broad border encloses the composition. 

The print has been both coloured and illuminated, but the metals of the nimbi 
and armour, &c. have oxidated and blackened. The sky, mantle of our Lady, and 
surtout of one of the soldiers, are of a bright azure blue colour (ultramarine ?). The 
draperies of St John, of Joanna, and of the other Holy Women are bright red, as are 
also the cap and hose of one of the soldiers. The roofs of the buildings and the 
banner are red. The wreath of thorns on the brow of the Crucified, the greater 
part of the foreground and the hills in the background, are green. The border was 
formerly illuminated, and an outer edging of red colour applied above and below. 

When first executed this print must have presented a very brilliant appear- 
ance. It formed part of the Weigel collection. 

" The drawing is careful, the technic tolerably fine, but not sharp ; the coun- 
tenances somewhat plump. The ink of impression is blackish-brown. The im- 
pression itself is not sharp, however. The colouring is lively in character .... 
the shadows are expressed not only with hatchings, but through gradations of the 
colours. In the armour and vestments early and late forms are mixed together. 
.... We are inclined to place the time of tiie origin of the print in the second 
half of the fifteenth century, and on account of the system of colouring adopted we 
should consider the locality of its production to have been the Lower Rhine. It 
must be admitted, however, that azure blue and a coloured margin around the 
print were employed by Giinther Zeiner in 1472, and also by BSmler in 1474» 
in Augsburg." (" Anfange, etc.," vol. L p. 268.) 

[6 X 4f in.] [Coloured.] 

D. 34. 
CHRIST ON THE CROSS. 

EARLY PART OF THE SIXTEENTH CENTURY. 

LOWER RHINE SCHOOL. 

[ N the middle of the design is a large tau Cross on which is extended 
the Crucified. The head droops down on the right shoulder, the feet 
are crossed, a suppedaneum is not present, the loin cloth is long and 
fluttering. A wreath of thorns is around the brow. On a scroll at 
the top of the Cross are the letters * I * N * R * I ; at the foot of the Cross are a skull 
and some bones. On the right of the Cross stands the Virgin; a tall meagre figure 
clothed in a mantle from head to foot, which is somewhat open in front, exposing 
the tunic beneath girded round the waist A head- cloth, not part of the mantle. 
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iB present ; and a circular nimbus is over the head. The Virgin turns away 
her head from the Cross, looking down in sorrow on the ground. The arms are 
brought forward in front and crossed at the wrists. On the other side is St. John, 
in large mantle and tunic, and with bare feet. He has a nimbus, and looks up 
with much anxiety at our Lord. He has long and curled hair ; his hands are 
rused and crossed over the chest. The foreground is stony and rocky, the back- 
ground remains plain. 

The technic is clear and dean, the shadows are expressed by simple oblique 
lines. The Teins of the wood of the Cross are clearly indicated. The drawing of 
the extremities is bad, particularly of the hands and feet of the Saviour. There 
is expression in the faces, though that of the Crucified is heavy in character. 

Colour has been applied to this print at a past time. A former possessor had 
represented by hand the symbols of the sun and moon, a rayed glory over the head 
of Christ, and clouds in the sky ; but the print has been washed, and colour and 
pictorial additions have nearly disappeared. The paper is firm ; not any water- 
mark is present. 

[11 X 7f in.] [Slightly coloured.] 

D. 35. 
CHRIST ON THE CROSS. 

LAST QUARTER OP THE FIFTEENTH CENTURY. 

BAVARIA 

CN the middle of the composition stands a large Cross, the top of the 
upright limb of which extends but a very short distance beyond the 
transverse beam and meets the inner line of the border of tiie print. 
Our Lord does not appear to have ceased to live, but seems as if 
suffering convulsive agony, as indicated by the fingers contracted on the palms, 
the drawn-up position of tiie right lower extremity, the contracted brows, and 
general expression of the face. The head hangs over the right shoulder, around 
it is a wreath of thorns and a cruciform nimbus, with delicately rayed transparent 
disc, through which may be seen the wood of the Cross. The loin clotii is close- 
fitting around the hips, but one end of it flutters in the air. The feet are slightly 
crossed. Blood proceeds from the wounds in the feet and brow, and a wound gapes 
at the right side of the chest. Above the transverse beam is a tablet, on which 
are the letters I N R L 

On the right hand side of the Cross stands the Virgin, draped in mantle, tunic 
and head-cloth. Around the head is a ringed nimbus, with ornamental border. 
The hands are brought together and raised in front of the chest. She looks tOr 
wards* the feet of the Crucified with an expression of patient resignation. 

** It has been a question with the learned/* writes Mrs. Jameson (^'Legends of 
the Madonna," p. 305, ed. 1852), " whether the Virgin Mary ought not to stand 
on the left of the Cross, in allusion to Psalm cxlii.^ (always interpreted as pro- 
phetic of the Passion of Christ), ver. 4 : * I looked on my right hand, and, beheld, 
but there was none who would know me.* ** 

On the opposite side is St. John in mantle and tunic. He bears a ringed nim- 
bus with ornamental border; the hands are brought together in front of the chest ; 
he looks towards the Cross. His bare feet are visible. In the immediate fore- 
ground, at the foot of the Cross, lie a skull and some bones ; at the bottom of the 

^ Psalm cxli. of the Vulgate. 
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Cross is a heap of small stones, on the front one of which is the mark of the de- 
signer, as given in Nagler*s **Monogrammisten," vol. iii. p. 153* number 50 1. The 
background is a piece of barren hillj landscape, through which runs a road. 

This print has been both coloured and iUuminated. It has been worked off 
on thin vellum, which at a late period has been lined with paper to keep the vellum 
flat. A double border line encloses the composition. 

The background, from the landscape to the top of the print, has been first 
painted red and afterwards illuminated with a thin layer of gold. On this again, 
an ornamental or arabesque-like enfloriation has been worked out with more gold. 

The mantle of the Virgin is of opaque blue colour ; head-covering and tunic 
opaque white, now having a slight violet tinge. The like maj be stated of the loin 
cloth of our Lord. The mantle of St. John is red; his tunic is of a green colour. 
The landscape, with the exception of the roadwaj and the immediate foreground, 
is green. The latter have been left plain or of the ground of the vellum. The 
border has been coloured bright blue. 

It would seem that the colourist while performing his proper duty, thought fit 
to go over and strengthen certain parts of the impression with the dark colour 
that he applied to the hair of the Crucified and perspective edges of the Cross. 

According to Nagler (op. cit.) this " Christ on the Cross ** decorates the title 
of a ^'Missale Romannm. Babebergse, Johannes Sensenschmid. 1487.** The 
present illuminated impression on vellum probably faced the ** Te igitur ** of the 
Canon of the Mass of some sumptuous copy of the Missal in question. 

[lOf X 6|-in.] [Coloured.] 

D.36. 

CHRIST ON THE CROSS. 

SIXTEENTH CENTUKY. 
GERMANY. 

CN the middle of the design stands a tau Cross, on which is the Saviour. 
Life has ceased, the head falls on the right shoulder, over it is a cru- 
ciform nimbus. The ends of a long loin cloth flutter in the air. Blood 
streams from the wounds in the hands and feet, from the chest and 
from the brow. The hair of the head is dark and heavy, and falls upon the 
shoulders. The feet are crossed; a suppedaneum is not present. The figure of 
Christ is thin and meagre. Above the Cross is a scroll, on which are the letter* 
•INRI- 

On the right hand side of the Cross stands the Virgin, clad in mantle, tunic, 
and head-dodi. She raises the end of the latter to her fiEu:e with her right hand 
to wipe away her tears. Her head inclines over her right shoulder ; she bears a 
large circular nimbus. Her left hand is brought forward in front; the feet are 
hidden by the mantle. 

St. John — a distorted figure — stands on the other side. He looks up at Christ 
with an expression of inquisitive anxiety. He raises his hands before his chest, 
and stretches out his legs in a ridiculous manner. He is clad in mantle and tunic, 
and bears a large circular nimbus. The tunic permits his bare feet to be shown. 
In the foreground lie a skull and some bones. The scene is a slightly hilly land- 
scape traversed by a road. A narrow border line encloses the composition. 

The print has been heavily coloured and illuminated as &r as relates to the 
nimbi. The latter have gold discs and red borders. The drapery of the Virgin 
is of blue and white, the mantle being lined with madder red colour. The head- 
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cloth has been left oncoloored. Themandeof St John is red^ his tanio yellow. The 
loin cloth of the Cnicified is blue in the shadows, and of very faint light red in other 
parts. The body of Christ has received a wash of light red, the blood drops have 
been put in with rose madder ; the thorn- wreath is of a dirty-green colour, the 
Joitar of the head deep brown. The wood of the Cross is of a brownish-yellow, the 
perspectiye edges of the transYerse beam and the yeins of the wood being coloured 
of a deeper hue. The tablet has been left plain. The landscape is green, the 
roadways are of a light red colour. The narrow border line has had an outer broad 
band of deep red colour added to it. The sky is of a deep azure blue, as low down 
as the level of the chest of the Saviour. 

With the exception of the figure of the Virgin the design is of a mediocre 
oharacter, and of her the left hand is bad enough. The feet of St. John are very 
bad, as are also the upper and lower extremities' of our Lord. 

The impression is on vellum. 

[9 X 6f in.] [Coloured.] 

D. 37. 
CHRIST ON THE CROSS. 

BEGINNING OF THE SIXTEENTH CENTURY. 

GERMANY. 

CN the middle of the sheet is a design representing Christ on the Cross, 
with the Virgin on the right hand side, St. John on the left, and Mary 
Magdalene at the foot of the Cross. 

^ Around this composition, which is Si inches high by 3^ inches 

wide, is the text of four prayers or pious ejaculations. One *^ Oratio *' of five linea 
is at the top ; another of seventeen lines in a column on our left ; a third '* Oratio ** 
of seventeen lines is in a oolnmn on our right, and a fourth of four lines is at the 
bottom. Below the latter is the address << 3|oaime0 €mti^ ^bet0pac)^* tibtuUtf'* 
in xylographic Gh>thic characters. 

At die angles of the sheet are the emblematic figures of the four Evangelists. 
Our Lord is on a tau Cross in the middle of the pictorial design. He is stretched 
'Straight out upon it, and the head is scarcely thrown over the shoulder, as is usually 
the case. A narrow, close-fitting loin doth is present, the end being passed between 
the thighs, and flying out behind the left thigh of the Crucified. The feet are 
crossed, a suppedaneum is absent. A cruciform and bordered nimbus encircles 
the head, around the brow being a large wreath of thorns. Our Lord seems to 
look down on His mother, who stands on the right hand side of the Cross. She is 
draped in head-cloth, mantle and tunic ; a nimbus with a rayed disc is over the 
head. The right hand supports some folds of the mantle, the left is placed on the 
chest. She looks towards her Son. On the other side stands St. John holding 
the book 6f the €U)spel in his hands. He is clad in mantle and tunic, the latter 
being short enough to expose the bare feet. He bears a nimbus with a rayed disc, 
and looks downward towards the Magdalene, who kneels below and behind the 
Cross and encircles it with her arms below the feet of the Crucified. Some few 
short rays are above her head, which is turned around the right hand side of 
the Cross, as she gazes up at our Lord. 

At the top of the sheet are these five lines of xylographic text in sharp Gothic 
characters— 

^* StU Jiteuttt C|)ti0tD Homisnim 
nosmim incntcepeit 
Hcnum 2)ciiti04 
^ J^tmi ^dste * Cuius est predosa cnij: 
^ mhi0 miffctiii prccatociiiuf bosuis Hu/c/* 
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On onr left, in a oolnmn, is the following ejaculation — 

** iffAxU* dte maria Holore plena tiomimi0 In mice tec8 i coitie Jitim mulierea 
benelitcta» 3[am tii0dpulo relicta beneHictim fmct>» ftancte cnicto filing ttiS0 invi 
no0tet Jitgfi CJri0t«/' 

On ihe oiher side of the pictorial design is the following ** Oratio ** — 

'< 3[oanm ^ 3loanne0 etoan6efi0ta Cu> matetHomim e0t 0uii cnice commi00a* 6im 
pet te ^i)ri0to crttci&o commi00U0 ne pertieniam an etetne iej^enne ab200U0/' 

At the bottom of the sheet are the following lines of text — 

«< an Ccucem ftantts S)ratio 
S) ctiijp nisna ftuper omnia ligna henigna 
Vu me con0iona :^0Tiar ne morte maliana^ 
Jizmi 0LwAt 3[oanni« 
7o8nne0 Curti* ^het0pa4i* S)htullt/' 

The emblem of St. John is at our nppet left hand angle of the print, that of 
St. Mark at the lower one. On the opposite side aboTe is the emblem of St. Mat- 
thew, below that of St. Luke. 

A narrow border line encloses the whole composition. 

[9j X 6} in.] [Uncoloured.] 

D. 38. 
CHRIST ON THE CROSS. 

LATTER PART OP THE FIFTEENTH CENTURY. 

GERMANY. 

|UR Lord is extended on a tan Cross in the middle of the composition 
Life has departed, the head is inclined over the right shoulder, the 
body sinks down, the feet are crossed, there is not any suppedaneum. 
A wreath of thorns is around the brow, a cruciform nimbus is over 
the head. On the right hand side of the Cross stands the Virgin Mother, enveloped 
in mantle and head-dress. A narrow nimbus is over the head. The hands are 
raised together before the chest, she looks towards her Son. On ihe other side is 
St. John in a long mantle which hides the feet. He raises the joined hands before 
his chest and looks towards Christ A nimbus is around his head. 

Colour has been resorted to. The Cross, nimbus and loin doih are of a 
yellow hue, the mantle of the Virgin is dark slate grey, that of St. John is of a 
madder red tint* The foreground is green. A border line encloses the compo- 
sition. 

[3} X ijin.] [Coloured.] 
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D. 39. 
A **PIETA." 

LATTER PART OP THE FIFTEENTH CENTURY. 
GERMANY. 

(N the middle of the compoaition sits the Mother of our Lord with the 
body of her omcified Son extended upon her knees. In acti<« she is 
directed towards our right. She is draped in a Yerj large mantle, 
tunic and head-doth. Over the head is a nimbus. She crosses her 
hands orer her chest and looks downward on her Son. The body of the latter 
lies obliquely across her lap, the head being to our right and over ^e Yirgin^s left 
knee. A somewhat decoratiye cruciform nimbus is over the head ; a wreath of 
Aoms is around the brew ; the hair, which is black and dense, fidls on the shoulders. 
A narrow loin cloth is present ; large drops of blood mark various portions of the 
body. The figure of our Lord is extremely thin and meagre, and the expression 
aged in character. 

Behind the Virgin rises a short tau Cross,* on the transverse limb of which 
hang certain instruments of the Passion. A scourge, reed and sponge are to our 
left, a lance and rod to the right. Above the transverse beam in the centre is a 
small scroll on which are the letters INRL The landscape is somewhat rocky ; 
» few plants are on the foreground. A black border encloses the design. 

Colour has been applied. The Cross, nimbus and loin cloth of the Crucified, 
part of the landscape and instruments of the Passion are yellow, the mantle of the 
Holy Mother greyish-brown, her nimbus and tunic madder red. The rod and 
herbage are of a green colour. The background above the landscape is plain. 

The print is of mediocre character, and presents some of the characteristics of 
an impression from a metal plate. The paper on which the pale impression has 
been worked ofi* has very strongly marked wire lines. 

[7fX5fm.] [Coloured.] 

D. 40. 
A "PIETA." 

LATTER THIRD OF THE FIFTEENTH CENTURY. 
AUGSBURG OR ULM. 

{N a low seat or throne sits the Holy Mother, having the dead body of 
her Son extended on her knees. She is directed in action towards our 
left hand, bending forward her body over that of the Crucified. She is 

^ draped in a large mantle which passes over the head and falls below on 

the pedestal of the throne. A small portion of tunic is visible over the chest and 
below on the ground. An ornamental border may be observed on the mantle, 
and parts of the lining are displayed. The body of the Crucified Saviour is of 
thin and elongated form and hangs down at the knees. The upper part is sup- 
ported at the neck by the Yirgin^s right hand, while her left hand lies over the left 
arm of her Son ; the head of the latter hangs back on our left hand, the arms are 
crossed just above the wrists, over the lower part of the abdomen. The ends of 
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the loin doUi are thrown over the thighs and hang down behind. A cmciibrm 
nimbus is present, a narrow wreath of thorns is around the brow, from beneath 
which comes blood. From the wound in the right side of the chest blood streams 
down the body and along the left 1^ to the ground. Behind the ornamental 
back of the seat rises a short tan Cross, on the transTorse beam of which hang 
certain instruments of the Passion. On our left hangs a rod, on the right a 
scourge with large and spiked knots marked with blood. These instruments hang 
by a cord from the large nail-heads, which remain in their original position. Four 
iron fastenings are represented at the top of the upright limb of the Cross, above 
which is a long scroll on which are the letters I * R * N * I ' 

The foreground is carried up to a IotcI with the middle of the throne, it is 
represented as. if grassy. Above, the backgroimd is madked inih streaks of dingy 
blue representing a sky ; these streaks are very faint low down, and deep in tone 
higher up near ^e border line of the print. 

Colour has been used in a somewhat heavy and coarse manner, and the nail- 
heads, nimbi and border have been illuminated with inferior metal, now become 
oxidated and black. The linen of Christ's loin cloth is blue, that of the Virgin's 
mantle green. A deep red border has been added outside th^ broad and (now 
black) illuminated one. 

[?}■ X ^yin.? including red border.] [Coloured.] 

D. 41. 

CHRIST APPEARING TO MARY MAGDALENE 
AS A GARDENER. 

LATTEB PART OF THE FIFTEENTH CENTURY. 

GERMANY. 

|N our right hand stands Christ, looking down towards the Magdalene, 
who kneels on the left. Our Lord bears a large cruciform nimbus, and 
is draped in a loose mantle only, which permits the woimds in the right 
side of the chest and in the feet to be seen. From these wounds run 
blood, as it does likewise from the right hand which our Lord raises over the head 
of the Magdalene as she is about to touch Him. Christ holds in the left hand a 
spade, the handle of which is prolonged upwards as the stem of an ornamental 
Cross, from which streams the banner of victory over the head of Christ, floating 
with three long ends towards our left hand. 

The kneeling Magdalene bears a nimbus, is dn^ed in mantle and tunic, and 
raises her hands as if to touch our Lord. A large vase is on the ground between 
her and Christ*8 right leg. Behind and to the left of the Magdalene is a small 
hill on which is a tree, the foliage of which leans over towards the right. Between 
this foliage and the ends of the banner of victory runs a scroll, left quite plain. 
The foreground is grassy. A double border line encloses the composition. 

Colour has been resorted to after the maimer of Augsburg and Ulm. The 
mantles of Christ and of the Magdalene are of rose madder ; the nimbi, vase of 
ointment, spade. Cross and tree stem are yellow, the ground and foliage green. 
The tunic of the Magdalene is of a light greenish-black hue. 

We are iQclined to think that the design of this cut must have been taken 
originally from a miniature or painting in a MS. in which the Byzantine feeling for 
Art had considerable sway. 

[5Jx3t"^-] [Colouried.] 
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D. 42. 
THE LAST JUDGMENT. 

SECOND HALF OP THE FIFTEENTH CENTURY. 

ULM(?). 

(No. 137, Weigh..) 

CN the middle of the upper half of the composition the Saviour sits on 
a rainbow with His feet resting on the earth as a globe, which appears 
as if on the summit of a hilL He bears a cruciform nimbus. From 
_ Christ's mouth proceeds on our left hand side a lily, from it on our 

right runs a straight sword. The hair is thick and close and &lls on the shoulders. 
The Saviour's arms are extended, the hands open, the fingers of the right hand 
being as in* the act of benediction. By these acdons the mantle becomes opened 
over the chest, exposing the unclothed bodj and arms, and also its own linings 
The mantle covers the rest of tiie bodj, with the exception of the feet, the left 
foot being more advanced than the other one. Kneeling on the right side of 
Christ is the Blessed Virgin in mantle, tunic and head-cloth. She bears a nimbus 
with a rayed disc ; her hands are joined before the chest as if in prayer as she 
looks upwards towards her glorified Son. On the other side, at the summit of the 
hill, kneels St. Joseph in mantle and tunic, and bearing a simple circular nimbus* 
The hair of his head is dense and close set, as is also the beurd. He raises the 
hands before the chest and looks upwards at Christ. The mantle is long and with 
many folds resting on the surface of the hill. 

At each of the upper comers above the heads of the Virgin and Joseph is an 
angel blowing a long narrow horn or trumpet, which passes down between Christ 
and the heads of the kneeling figures. The wings of the angel above the Viigin 
meet the upper border line of the print ; the wings of the other angel touch both 
the upper and lateral border. The earth or globe on which the feet of Christ rest, 
is coarsely marked out in patches of land and water. 

Below, and at the base of the elevation on which these figures are placed, 
tiie dead rise from their graves. A crowd of the risen wait on our left hand to 
pass through the gates of Paradise, by which stands St. Peter with the key. On 
the opposite side a number are being driven into Hell, here represented by the 
ttiormous open jaws of a dragon. In the middle of the lower division of the com- 
position a demon is carrying on his back an unwilling recipient of his deserts, towards 
the mouth of Hell, while another demon appears as if belabouring him with a club 
as he is carried to his doom. A narrow border encloses the composition. 

Both design and execution of this piece are of an inferior character. The 
countenances of Christ and of St Joseph are very bad. The figure of the Virgin is 
better, and the expression of St. Peter is noteworthy as he appears considering 
the rights of the anxious applications for admission to the favoured quarter^ 
evidently being made by those approaching him. 

Colour has been heavily and coarsely applied, chiefly as madder red, raw umber, 
green, and a dirty yellow. The ink of impression is of a light brown water-colour^ 
like that of the block books. 

A former possessor has written on the face of the print.. Above the head of 
Christ is in cursive Grerman characters, ^ Jungstag ist komem** Bdow, ** yir (?) 
dixit pax est." 

Between the angel on our left hand and Christ are the words. Her — libri (?) 
en the other side are perhaps, jato— poysessor^ 
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Below the rainbow and in another handwriting are, on onr right hand tide, the 
words, Der gongstag ist komen. Below, in older writing, l8qq(?). Other 
words are present but are not decipherable. 

This print appears to have been the work of some "Karten" or *»Briefinaler," 
at Uhn, about the latter third of the fifteenth century. It is now in yerj bad 
condition, haying suffered much. 

A watermark is not present. 

[lOf X 7i«-] [Coloured.] 

D- 43. 
THE LAST JUDGMENT. 

LATTER PART OP THE FIPTEENTH CENTURY. 

GERMANY. 

COMPARATIVELY modem (kj>. 1808) inquresiion of an old wood 
block, engrared probably during the last quarter of the fifteenth or 
the beginning of the sixteenth century. 

It represents Christ Judging the World. He is seated on the 
outer cirde of the rainbow, with the feet resting on the inner or lower one. 
His arms are extended, the palms of the hands open, showing their wounds. By 
this action the large mantle is opened in front, exhibiting the undraped body of 
our Lord. The wound on the right side of the chest is yisible, as are the wounds 
on the spread-out and naked feet. Abore the head is a large cruciform nimbus 
with double border and rayed disc* From near the angle of the mouth on our left 
hand side extends outwards and upwards a large lily branch, on the opposite side 
runs a straight two-edged pointed sword. The hair of the head is long and falls 
on the shoulders. The beard is close and formaL 

On each side of Christ is part of a circle of adoring saints bearing nimbi with 
rayed discs, and springing as it were from out a line of clouds immediately 
aboTC the outer circle of the rainbow. At our upper left hand comer of the print' 
is an angel descending with the Cross ; at the other comer is an angel holding in 
one hand (he wreath of thorns, in the other a rod and scourge. 

Below the inner circle of the rainbow and on the summit of the earth*s ele* 
Tation kneels the Virgin on our left hand side — 1.«. on the right hand of her Son. 
She is draped in mantle and tunic, and bears a coronet on her head, above which 
is a nimbus with rayed disc Her hair is very long and flows down her back ; her 
hands are raised together before her chest as if in prayerful intercession for those 
below. Opposite to her, and looking towards her and the feet of Christ, kneels 
John the Baptist, bearing a nimbus with rayed disc. His mantle is open in fironty 
displaying the hairy vestment beneath. The feet are exposed and bare, a small 
part of the hairy tunic appearing above the left ankle. The hands are brought 
together and raised in front of the chest. In a space between these kneeling 
figures and below the inner circle of the bow descends an angel bearing the cdumn 
and cord of flagellation on the right arm, the sponge and lance in the left hand. 
In another space to the left of the kneeling Virgin descends an angel blowing a 
long curved trumpet, below which is a scroll having on it the words— 

*^ ftntaite momia/' 

Within a like space behind the Baptist is another angel blowing a trunq>et, on a 
scroll beneath which may be read, *^ (Scnite aH JuHidum*" 

Below rise the dead from their graves. On our left is a group of the righteous 
being conducted by St. Peter and an attendant angel to the abodes of bliss. Angels 
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•srfst others of tlie hi^pj to emerge firom their tmnba. On our right hand are 
nambert of the wicked receiyed by demoni as they rise from the ground to be 
hurried within the jaws of Hell, g^^ing at the lower angle of the print. 

Immediatelj above the flaming mouth of Hell may be seen the holy souls in 
Purgatory gazing anxiously out of the barred windows of their prison. At the 
lower part of the print runs a margin or border on which are the following words 
in sharp (jothic characters, white on a black ground, viz. — 

** S>ie0 ilia r^itt Ut * XtUft cabunitai* et misrerie ♦ Tiie0 maona et amara talUe*'' 

Impressions of this print were originally published in the year 1808 in die 
first fasciculus of " Holtschnitte alter deutecher Meister in den Original-Flatten 
gesammelt Ton Hans Albreoht von Derschau begleitet mit einer abhandlung, 
etc etc. von Rudolpli Zacharias Becker." Gotha, 1808. Plate A 1 1. and p. 25. 

We believe the block used in this instance to have been a genuine and not a 
factitious antique. The technic of some parts of the engraving is peculiar, 
and worthy of particular notice, as showing a resort to the maniire cribUe, along 
with the ordinary process of engraving in relief on wood. The fMnih'e cribUe 
may be observed, e,g. in the mantle of Christ, and as (roulette work) in the mantle 
of John the Baptist. The conventional form of the clouds from out of which rise' 
the adoring saints above is common to the numiere cribUe^ as is also that of the 
marginal inscription below. 

A narrow border encloses the general composition. 

[15 X lOi^in.] [Uncoloured.] 



D.44. 

CHRIST ENTHRONED— ON the recto, 

ST. JOHN— ON THB VERSO. 

BEGINNING OF THE SIXTEENTH CENTURY. 
GERMANY. 

^HERE is a cut on each side of this sheet. 

On the recto is represented Christ sittmg on a rainbow, en* 
closed within an elliptical atureola, formed by the further production of 
the bow on which He sits. The naked feet rest on a globe. A large 
cruciform nimbus is present ; the arms are raised, the palms of the hands open, 
exhibiting their wounds, from which streams blood, as it does also from the wound 
on the right side of the chest. 

By the action of the upper extremities the naked arms and trunk are exposed 
as the mantle flies open. The hair of the head is long, that of the beard short. The 
expression given to the countenance is marked and peculiar, from the great fit>ntal 
developments The chest and abdomen are very meagre. Outside the glory of our 
Lord is a crowd of adoring saints, each having a coronet on his head, and wearing 
a garment with loose sleeves and girded at the waist. These saints are twenty*- 
four in number. Of the lowermost figures, more than half their bodies can b^seen ; 
of the others, but little more than their heads. 

The designer has here apparently intended to illustrate the second, third, and 
fourth verses of the fourth chapter of the Apocalypse, but the colourist has some- 
what interfered wilh the correctness of therepresentetion. 
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** Et ecce sedes posita erat in coelo, et supra sedem ledttiB, «t qui sedebat 
similis erat aspectui lapidis jaspidis et sardinis, et iris erat in circuitu sedis similifl 
yisioni smaragdinas et in cirouitu sedis sedilia vigintiquatuor ; et super thrones 
Tigintiquatuor seniores sedentes circumamicti yestimentis albis et in capitibns 
eorum coronss aureae/* (Apocaljpsis, cap. iiii. 4.) 

Strong colour has been resorted to after the systems of the Schools of Ulm and 
Augsburg. 

The nimbus of Christ, part of the aureole, the coronets of the elders and some 
of their yestments are jellow ; ^the hair of our Lord and the cruciform dirisions of 
the nimbus are deep brown ; the mantle and some of the dresses of the elders are 
of madder red, as is also the outer border of the elliptic glory. The lining of 
Christ* s mantle is bright green, as are likewise the innermost border of the gloiy 
and some of the dresses of the saints. The outer division of the double bordv. 
which encloses the design has been coloured bright jellow. The lining of Christ's 
mantle is green. 

[7t X 4f in.] [Coloured.] 

On the verio is St. John, standing beneath a rounded archwaj, supported by 
two columns. St. John advances towards our right. He is clad in mantle and 
tunic, bears a nimbus with an ornamental border, supports an eagle with nimbus 
on his left hand, and holds a book in the right one. He looks upwards towards 
heayen, is beardless, with light curling hair and the attributes of the youthful 
apostle. 

The colouring has been richly and carefully carried out. The nimbi, lining of 
the mantle of St. John, and parts of the arch and spandrels are of a deep yellow 
colour. The mantle is of a rich madder red ; the ground, coyer of the book, and 
panels of the spandrels are green. In the architecture of the arch a delicate rose 
colour may be seen. The outer portion of the double border which is here present 
has been coloured bright yellow. 

m X 4f™-] [Coloured.] 



D. 45, 
CHRIST BROUGHT BEFORE CAIAPHAS. 

LATTER PART OF THE FIFTEENTH CENTURY. 

GERMANY. 

I AIAPHAS, wearing a plain mitre, is seated on a bench at the right hand 
comer of the print He raises his right hand, and points with the index 
finger of the left, as if expounding the law. He is draped in a long 
^ loose robe and tunic. Before him stands Christ, with the hands crossed 
and bound in front, and haying an attendant on each side. A cruciform nimbus is 
oyer our Lord's head. He is dad in a long robe, from beneath which extend the 
bare feet One of the attendants points with the finger of the left hand towards 
Christ, as if directing the attention of Caiaphas to his prisoner. This attendant 
wears a high cap, close-fitting short tunic, and tight hose. The other attendant 
is seen in profile, but half the body is cut ofiTby the border line of the engraying. 
His shoes are long-pointed; his head is nncoyei^ He appears to hold Christ by 
the waist with his right hand. 

Though the head of Christ is proportionately too large, and the countenance 
but mediocre, the rest of the drawing is satisfactory, and the technic clean. 
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Colour has been resorted to. The nimbus, cap of the attendant and part of 
the ground are green ; the draperies a warm light brown, our Lord's &ce and the 
attendant's hose red. 

[2 X If in.] [Coloured.] 

D. 46. 
THREE CUTS FROM A "PASSION" SERIES. 

SIXTEENTH CENTURY. 
GERMANY. 



^N ^ Ecce Homo,'* treated in a devotional manner. 

The half figure of our Lord is seen as if through a window of 
architectural character. The head is very slightly inclined over the 
right shoulder, and the hands are brought forward in front, and 
secured above the wrists. A radiant glory is around our Lord's head, on which 
latter is a wreath of thorns ; the hair is wavy, and fidls on the shoulders. The 
beard is small, and forked at the chin. A vestment is thrown over the shoulders, 
which is quite open in frt>nt, showing the undraped body, marked with bleeding 
wounds from flagellation. Christ holds up the palm branch of martyrdom in the 
right hand. Above, on each side, is a scroll. On one scroll is the word '* Jesus ;** 
on the other, '* Christus.** Below, in a plain margin or border, forming the sill of 
the opening through which our Lord appears, are the words ♦ ^CCC {Hlino» 

JB. Christ accompanied by the instruments of His Passion. 

Our Lord stands erect beneath a rich Qothic canopy, supporting a large cross 
with His left arm, and a lance with the right. A cruciform nimbus^ bordered and 
with rayed disc, is around the head, the hair of which falls over the shoulders. The 
body is naked, wilh the exception of the loin doth present. The wounds on the 
hands and feet are exhibited, as is abo the wound of the right side. On that part 
of the transverse beam of the Cross which is immediately over Christ's hestd is 
placed a cup. To our left, below the Gothic canopy, are the colunm, rope, scourge 
and aock, rod, nails, thorn wreath and open hand. On the other side are tiie nails, 
forcepoi lanthom, garments, reed and sponge, &c. 

A black border line encloses the composition. 

C. Tlie Trinity. 

On a throne-like chair within a room sits God the Father. A plain bordered 
nimbus is over the head, which bears a crown, with a small cross on its rounded 
top. He is draped in a cope-like vestment. On his breast is the Dove or Holy 
^irit, with nimbus, and surrounded by a general circular aureola* The Son lies 
obliquely across the Father's knees, with the arms extended and drooping, the 
body bent at the knees, the feet resting on the ground at the front and curved 
portion of the base of the throne. A plain bordered nimbus is over the head, 
which latter seems to be supported by the right arm of God the Father* Part of 
a window is visible on each side beneath the arch, as are also the capitals of the 
lateral and supportmg columns, the shafts of which have not been properly 
defined. 

There is a high and ornamented back to the throne ; the ground is of pave- 
ment, the stones of which run back perspectively to a point of sight. At the 
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lowerokost part of the print is a broad margin or border, on which are the words, 
in xylographic characters — 

*^ ftancta ttixdtsa ismi0 tieu0 0iiBtmt nobiiai/' 

A black border line encloses the composition. There is a smaller doable border 
to the lower margin of inscription. 

These cuts haid faint colour originaUj ^>plied to them. They have been since 
washed by some dealer probably, and now but few traces of it remain. 

[4 X 2 J in J [Uncoloured.]' 



D.47. 
CHRIST ON A TAU AS A CROSS. 

FIRST QUARTER OF THE SIXTEENTH CENTURY- 
BAVARIA. 

PHRIST is extended, crucified on a large tau, serving as a Cross. Thef 
body is slightly inclined towards our left hand, and the head is thrown 
slightly over tlie right shoulder. A cruciform and bordered nimbus is 
present, as is also a suppedaneum, the legs being crossed. The loin 
cloth is close fitting. A wreath of thorns encircles the brow ; the hair falls in 
curls on the shoulders. The fingers seem to grasp the nails convtdsively ; a large 
nail transfixes each foot. Above Christ^s head is a tablet, on which are the letters 
I . N • R*. I, the first two letters being half hidden by the intruding nimbus. The 
limbs of the tau are curved and acuminated at their extremities. A rather broad 
border runs along the edges of the tan. Above the tau is a border |4hs of an inch 
wide, within which are the following words in xylographic characters of large 
€k>thic form — 

** Zl^Bu 0ttp 1^00 po0te0 iri0nato0 tmeat iomta" 

Below, in a space rather more than 3^ inches wide, are thirteen lines of in- 
scription in typographic text. The first two lines are as follows — 

** S)aB l0t lia0 laici^eit V^ imuf oot net |^m Mf^tfA in tier tDU0te oah Had naa 
Dolcft nit 0titrb an Her iieistilent)* (QnH too Imuf jaid^en in einem imfig nit tiHui im 
math rua told aUe0«** 

Then follows in Greek, Latin, and German — 

*^ 901^0* ot|^O0« 90^00* tmitP^fii* 91opo0« at;>anato0* eUE0on» pntm^ ftancttui 
liett0. 6anmi0 fbtti0* 6anctu0 et iaimoctali0 mi0erere nobi0— ^ Imilieer 0ot» D 
0tarcfteroot* ^ untoHtfici^eE aot. iSanntiettfiaef he04inner ^nt Jtw Cptimt be|>iic 
tm0 t)0c tiem etoioen ton* ttim macl) 1010 0elia Hutc]) neineit atbeneneiten namen 3l(0u/' 

Next follows the " Oratio "— 

«< Ee0pice que0unm0 nomine 0upec f^anc familii ttiam pro qua nomimu; no0tef 
3e0ii0 c|^ti0tU0 non nubitatrft in manii0 tiani nocentuin et craci0 0ubiie toanentitnu 
^ui tecum titiit et reonat tieu0 l^er omnia 0ecula 0eailonim« 9men* 

^ l^en toil bitten r^it^ tiu koene0t an0et^eit tii0e0— in i>au00ae0intit fiic turn vamBtt 
im 3le0u0 tf)tigtUB nit 6e5koe;CeIt f^at, 0ic|^ fuaehen in Hie j^enti net 04uniiaen unn 
7Q0 :on an Hie peen tie0 CteiiK0f Hn na mit Hit lebt vmj^ teoniett, oott immet 
etoiaftfic)^* 9men." 
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InforaiAtion is then giyen that — 

^< saSec tii0e fiouc anHett^tiakli^ 9nt^t wit retD tinti laiti atinn 0111111, tmn f^at 
aiR Vksam 0ein lehen )ii he00ereii, tinn 0pticbt Hie fkoe; oebeet ILateini0c(^ oner 
tkuU^ ttR Hre; IPater ito0tec unti Heeu dte madat Her l^ailieen S)ditalti0kaitt1ier 0OH 
in Ugttt |)oSttuii0 0eEit, lia0 er tnUi Hie iiieit0C|)en tie00elhen fmuiM Hen taa Hor Her 
Pe0tilent5 be|>ut 0eFen/* 

A black border line encloees the oomposition. 

The print has been coloured powerfollj and careftillj. The upper border of 
inscription, nimbus, border of the tau and suppedaneum are yellow. The wreath 
of thorns is green, the hair of the head light brown, and here and there a little 
light red marks the body of the Crucified. The general surface of the tau is of a 
deep madder red, over which has been applied a layer of gummy yamish« The 
drawing of the figure is generally coarse and heaTy, as is abo the technic. 

Some remarks on the symbol of the tau may be found further on in connection 
with a print of the martyrdom of St. Sebastian [D. 93, 1 and 2] ; the *' Athenseum** 
of January 27, 1877, Na 25 70, may be consulted likewise in reference to the 
present example, D. 47. 

[i3fxiom.] [Coloured.] 

D. 48. 

THE SACRED CIPHER IN A MEDALLION, 
WITH CHRIST ON THE CROSS. 

LATTER THIRD OP THE FIFTEENTH CENTURY. 

ULM. 
(No. 96, WnoBL.) 

|N a bright central circular disc 2f- inches in diameter are the letters 
fi0 (Jhesus = Jesus Hommum Salyator ') in Gothic characters ; 
around this disc is a narrow border and a broader radiant glory |-ths of 
an inch wide. These are encircled by three other borders, together 
^ inch wide. Outside of these is a broad circle of inscription with two narrow 
circles beyond. The entire medallion thus formed is 6|- inches in diameter. Within 
the circle of inscription are the following words in the Gk>thic initials not uncommon 
during the fourteenth century — 

** 3|n nomine Ji)tmx omne aemi flectatoc celejstium tethe0trium et infimiantin»** 
Rising up from the three membered border around the radiant glory of the medal- 
lion and reaching nearly to the top of the print is a Cross on which is the Crucified. 
Our Lord is dead, the head droops on the right shoulder, the hands and feet are 
relaxed and blood streams from rarious wounds of the body. The loin cloth is 
close-fitting, the feet are crossed, a suppedaneum is not present. The nimbus is 
large and cruciform, and on the Cross aboye it is the label of inscription, i^n*t*i. 
On the left (to the spectator) of the Cross is an emblem of the sun, on the right is 
one of the moon. Below these emblems are two broad lines of inscription running 
across the entire breadth of the print, but diyided by the Cross. 0^ our left of 
the latter are the words — 

''Ji)ttu0 autem tmusUnB pec mcniuin ilfocu ihat/* 
^ Anteoy p. 155, C. lO. 
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On the right hand are — 

«* %i er0O me quaedd^ finite, 0^0 aBire." (Johan : xviii. 8.) 

Lowerdown, and serving as ornamental appendages to the medallion, are the em*^ 
blematic figores of the four Evangelists in laige effigies. The upper two of the circle 
are St. Matthew and St. John, the lower St. Mark and St. Luke. Oter the head of 
each figure is a nimbus, and proceeding from each figure a scroll, on which is the 
name of the Evangelist represented. 

A black border line encloses the composition. 

The print has been coloured. The for^round and wreath of thorns are green, 
the drapery of the angel of St. Matthew, the wings of the lion of St. Mark and of 
the bull of St. Luke are madder red. The central letter of the cipher and the 
border of the radiant glory of the medallion are also madder red. The emblems 
of the sun and moon, nimbi, first and third letters of the cipher, glory and circle of 
inscription are yellow. The eagle of St. John, and some other portions, are of 
greyish-black of various shades. 

The hair of the Crucified and the streams of blood on the body are strongly 
marked. 

Dof X 7iin.] [Coloured.] 

D. 48, 2. 

THE SACRED CIPHER IN A MEDALLION, 
WITH CHRIST ON THE CROSS. 

COPY of the previously described print, D. 48. Here the various 
nimbi have had borders added to them ; the letters of the sacred cipher 
have been shaded in parts, and the errors of the inscription in the me- 
dallion corrected, t.e. the o in flectator has been made u, and the b 
in terhettrivm made r. 

Weigel possessed an impression of this copy, and he remarks of it that it was 
probably from a metal engraving in relief. He states also that in the Munich 
collection this medallion may be seen without the crucifix, but with the inscrip- 
tion, " Nit schwer noch fluch bey de name gottes wan alle knie sollen sich gege 
ihm biege »{«." 

[lO|.x7fin.] [Uncoloured.] 

D. 48, 3. 

THE SACRED CIPHER IN A MEDALLION, 
WITH CHRIST ON THE CROSS. 

COPY of D. 48, 2. The impression iir apparently from a photo- 
lithograph or some analogous technic* 

[loj^X7|in.] [Uncoloured.] 
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D.49. 

A SKULL SURROUNDED BY THE INSTRU- 
MENTS OF THE ** PASSION." 

SIXTEENTH CENTUEY. 

GEKMANY- 

IITHIN a circle which has a diameter of 4|- inches is- a human 
skull. This circle is surrounded bj another one, l|-ihs of an inch 
wide. The whole medallion is contained within a square 8|- inches 
high bj Si inches wide. The outer circle surrounding the skull is 
divided into twelve compartments, conyerging towards the centre of the medallion. 
In each compartment is represented an instrument of the Passion. 

In the uppermost is a tau Gross, to our right of that is the wreath of thorns, 
next to this is a large rod, then follow the reed and sponge, the three dice, the 
hanmier, a hand holding a bag or purse being in the lowermost division. To the 
left of the latter is the pair of forceps, beyond that are the thirty pieces of silver ; 
above is a spear head, then a scourge, finally and completing the circle the three 
nails. 

Within the spandrels formed by the outer circle and square are emblems of 
the sun and moon in the upper part, and an hour glass and crowing cock at the 
low angles. 

In the margin above the upper line of the square is inscribed in large Gbthic 
typographic characters — 

** Qoit ftdeicYlee ;^eii0^eii ^^tntat*"* 

Below the square are two columns of poetry of sixteen lines in each column. 
The column on our left contains the address of ** Der hymlisch mensch ** to Death, 
and begins with ^ O Tode wie lieblichen du bist.** The opposite column is the 
apostrophe of ^* Der irdisch mensch,** beginning with the line ^ O Tode wie 
erschrocklich du bist.** 

At the lower part of the division separating these texts is a small cut repre« 
senting Death riding behind a man on the same horse. 

Below and at the bottom of the print is the following text in two lines — 

« ^ ^ot lur; 0in1i Hie taa 1ie0 meniscf^en unH Hie 5al telnet ;^onat i0t hut t^ih 
Hu iufft im 0e0etft 0eiit ffif Hie nic^t mti0en ithn0ait0en koenien/* Hiob. 14. 

Hector Sdiofler. 
The paper has a small lyill*s head for watermark. 

[i3t X 9|in.] [Uncoloured.] 
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D. 50. 
SCENES FROM THE LIFE OF CHRIST. 

LATTER PART OF THE FIPTEENTH CENTURY. 

GERMANY. 

f WO sheets containing twentj-eight illustrations — of which some are 
only duplicates— of the Life of Christ On Sheet 1 are eight designs, 
both on the recto and veno of the sheet. These designs are arranged 
in two rows of fo«r cuts each row, on each side of the sheet. On the 
redo of sheet 1, commencing at the left hand of the lower series, is represented 
the Descent into Limbus ; Christ before Pilate ; Christ on the Cross ; The 
Deposition. 

Li tne upper row is Christ in Judgment, the Judas Kiss, the Crowning with 
Thorns and the Resurreetion. On the vereo on the lower row we have Christ 
appearing to Mary Magdalene; the Flagellation; Christ before Herod and the 
Ascension. 

On the upper row are a ** Pieta ;** the Nailing to the Cross ; the Bearing the 
Cross ; and tiie Entombment. 

On Sheet 2 are six cuts only on recto and verso. On the recto^ lower row, are 
the LicreduHty of St. Thomas ; the Ascension and the Resurrection. Li the 
upper row are the Descent into Limbus, Pentecost, and Christ in Judgment 

Li the lower row of the verso are Christ appearing to Mary Magdalene ; the 
Incredulity of St. Thomas and the Ascension. In the upper row are the 
Pentecost ; Christ in Judgment and the Entombment 

With very few exceptions the forms only are indicated, whether as r^rards 
figures or drapery. Here and there some shadow is marked, and also the hair of 
some of the heads ; our Lord*s is always deep blade, as are the pointed shoes of 
seyeral of the figures. In the cut illustrating ** Christ in Judgment,** both lily 
and sword radiate from the head. The proportions of many of the figures are 
bad, the heads being too large for the bodies. 

[2{. X 2^ in.] [Uncoloured.] 

D. 51. 

THE ANGELIC SALUTATION, OR ANNUN- 
CIATION. 

LATTER PART OF THE FIFTEENTH CENTURY. 

GERMANY. 

\ N the left hand within a room kneels the Virgin before a desk with her 
hands raised and joined together in front of her. She looks meekly 
downwards, a nimbus is over her head, and her long fair hair falls down 
her back. She is clad in mantle and tunic A canopy is over the 
desk before which she kneels. 

On the right of the desk kneels the angel draped in a long mantle tied with a 
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large bow at the neck. He has fitir and ctirling hair, raises his left hand as if 
pointing with the index finger to the announcement on a scroll which springs from 
his right hand. This scroll is here devoid of the usual inscription, *^ Ave gratia 
plena ; Dominus tecum Benedicta tu in mtdiebris.** (Luc : i. 28.) 

In the background runs a semicircular seat along the wall fit)m the desk to 
the right hand margin of the print. Above this seat are narrow circular arched 
windows. That portion of the ground on which the Virgin and desk are placed is 
slightly raised in the form of a broad but shallow step. On the outer edge of this 
at our right hand kneels the angel Gabriel. 

The folds of the mantles of both the figures are verj well cast. The shadows 
are indicated bj oblique parallel lines. There is not any cross-hatching. The print 
is coloured. The mantles are madder red, the Yirgin^s tunic of deep scarlet, the 
desk, canopy, and scroll are of pale yellow, and the ground and some other parts 
are of a green colour. The nimbus of the Y ii^n is of a light madder red. 

A broad border encloses the composition. This border has been coloured a 
deep scarlet. It has been cut away on two sides. 

[Origmally, 4i X 3|-in.] [Coloured.] 

D. 52. 
THE VIRGIN AND CHILD IN GLORY. 

{MdtUmna in Gloria,) 

MIDDLE OP THE FIFTEENTH CENTURY. 
BAVARIA. 

^HE Blessed Virgin is raised above the earth and stands on the crescent 
moon. She holds in her arms the infimt Saviour. In action she is 
slightly directed towards our right hand. A rich crown is upon her 
head, over which is a nimbus. The long fair hair falls in waves down 
the shoulders. She is draped in mantle and tunic, both falling in folds upon the 
crescent beneath her feet. She is surrounded by an oval aureole or radiant glory, 
which extends firom the shoulders to near the feet. On her left arm she supports 
the in&nt Saviour by His back, and with the right hand gives support to the 
buttock. The infant Christ is quite naked, has a cruciform nimbus over the head, 
holds an apple in the right hand and gazes up at His Mother. At each angle of 
the cut is an angel playing on a musical instrument. These angels are draped in 
long mantles and look towards the central figure. The ground line is part of a 
large curve as if representing the convexity of the earth, above which the crescent 
moon is supposed to be placed. The earth itself is marked with herbage. 

The drapery of the Virgin is admirably cast, and shows the influence of the 
Flemish Art Schools. The head of the Virgin is too large, however, and that of 
the infimt Christ mediocre in character. The angels are but poor also. The 
technic is clear and incisive ; in very few places is any shadow indicated. 

The print has been coloured. The nimbi, aureole, hair, crescent and musical 
instrument are of a yellow colour ; the ornaments of the crown and of the infant*s 
nimbus are of red madder. The mantle of the Virgin is left plain or white (the 
paper ground) with a lining of red madder ; the tunic is of a light brown colour. 
The draperies of the angds are of red madder colour. The ground is bright 
green. A border line encloses the composition. The ink of impression is of a* 
pale brown — ^water-colour — like that of several of the Block Bopks. 

[7 X 4i»nO [Coloured.] 
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THE VIRGIN AND CHILD. 

LATTER PART OP THE FIFTEENTH CENTURT. 

GERMANY. 

N the middle stands the Yirgm with crown and nimbns oyer the head, 
and surrounded by an oral radiant aureole. Her long hair waves oyer 
the shoulders. She is clad in mantle and tunic, the former beinj^ 
drawn close above the knees, fiom whence it opens and spreads, 
showing the tunic beneath. On her left arm the Holy Mother supports the infant 
Christ, and raises slightly her right hand, as if in testimony to the mysterious 
advent. The Saviour is undraped, has a cruciform nimbus, and raises both the 
hands as He looks up at his Mother. The £:>reground is a mere plane ; the back- 
ground has not any device on it. A black border line encloses the composition. 
The print has been coloured. 

The nimbus of Christ and the crown of the Virgin have been iUuminated, but 
the metal has turned dark, and has partly disappeared. 

The hair of the Virgin and the rays of the aureola are yellow. The nimbus of 
the Virgin is of light rose, her mantie of deep rose madder ; the tunic is white » 
with a little blue in the shadows. The ground is green ; a sky is slightly indicated 
by a streak of colour. 

[3 X afin.] [Coloured.] 

D. 54. 
THE ASSUMPTION OF THE BLESSED VIRGIN. 

LATTER PART OF THE FIFTEENTH CENTURY. 
GERMANY. 




^HE Virgin rises abore the earth, directed in action towards our right 
hand. She bears a crown on her head, encircling which is a nimbus. 
A radiant aureole surrounds her body. She is draped in mantle and 
tunic, somewhat confounded together by the deep colour which has 
been ^plied to both. Her hands are rabed and joined oyer the chest ; the long 
bur falls down the shoulders. 

At each side below kneels an angel, who supports the Virgin's drapery as she 
rises to Heaven. 

A slightly hilly portion of the convexity of the earth is indicated, and upon 
which the angels appear to kneel. A black border line encloses the composition. 

Colour has been resorted to. The mantle of the Virgin is of deep rose 
madder, the draperies of the angels are of very faint lake. The wings of the 
angels and the ground are green ; the nimbus, aureole and hair of the Virgin are 
yellow. 



[3f X 21- in.] 



[Coloured.} 
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D.55- 

THE VIRGIN AND INFANT CHRIST ON THE 

KNEES OF SAINT ANNA. 

MIDDLE OP THE FIFTEENTH CENTURr. 

GERMANY. 

lENEATH a GU>thic canopy which rises over a low throne-like seat is 
seated St Anna, bearing on her right knee the Blessed Virgin, and on 
her left one the infant Sayiour. St. Anna, the mother of the Virgin, 
is a large and miyestic figure, draped in head-doth, mantle and tunic, 
the mantle flowing over the knees in manj folds to the ground, and concealing the 
feet. The tunic is girded at the waist. A circular nimbus with an ornamented 
border is over her head. She looks straight at the spectator. On her right knee 
is seated the youthful Virgin, clad in a long robe having tight sleeves, and being 
girded at the waist with an ornamented zone. The robe is cut somewhat square 
at the neck, and bj its lower folds indicates the forms of the lower extremities, 
though it falls much below the feet The right arm of St^ Anna passes round the 
waist of the Virgin, the hand appearing in front over the Virgin*s right hip and 
behind her right hand. A large circular nimbus is over the Virgin^s head, the hair 
of which in filleted curls is bound round the forehead with a narrow black ribbon. 

In action the Virgin b directed towards our right, or towards the infant Christ, 
who stands on St Anna's left knee. St. Anna is offering with the left hand an 
apple-like fruit to the infant Saviour, who receives it with His right hand, the two 
hands meeting immediately over the waist girdle of St. Anna in front and centre 
of the chest. The infant Christ is undraped, but is shielded behind by some folds 
of the mantle of St. Anna. Over His head is a large cruciform ornamented nimbus 
with invected border. As He stands on St. Anna's left knee, she supports Him 
over the left hip with her left hand, which appears at His side. His right arm is 
extended towards the frnit held by the Virgin, while the left hand is raised in 
front to the level of the right shoulder. 

The canopy is pierced by two large and two small openings, and is divided 
above into three chief overhanging compartments, the centre one of which has 
a stellated roof. 

Colour has been freely applied. The mantle of St Anna is of deep crimson 
madder, with a yellow lining. Portions of the ornamental Gt)thic canopy are also 
of madder red. The disc of the nimbus of St. Anna is yellow, the jewelled border 
green. The head drapery is of a pale warm brown, the tunic of a deeper brown 
colour. 

The nimbus of the Virgin is yellow, with a black edge or border. Her hair is 
yellow, her long drapery green. The disc of Christ's nimbus is yellow, with pale 
rose-coloured cruciform divisions. The flesh parts are of a pale somewhat dirty 
light red, the lips of St. Anna being tinted with rose colour. The seat of the 
throne and parts of the canopy are yellow ; the stars of the latter are black, the 
columns and some other portions being of a light brownish-black colour. The 
whole is enclosed within a black border line. 

Dr. Waagen took particular notice of this interesting example of early Art. 
He remarks on it as follows — 

** A large folio print. Saint Anna with the Virgin and infant Saviour on her 
lap. The Virgin is giving the latter a fruit The penthouse is of late Gothic 
form. This plate is remarkable for the grandeur of the conception, for the excel- 

B 
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lent proportions (the bands are feebly drawn, however), for tbe ricb and flowing 
drapery, and for tbe treatment wbicb consists only in a powerful outline. Judging 
from tbe pale colour of the ink, it belongs to the early part of the fifteenth cen- 
tury ; it is illuminated. I should be inclined to concur with Mr. Carpenter — ^that 
this print, which shows some affinity with English miniatures, was executed in 
England, were it not for the technical merit which renders such a supposition 
doubtful. For though there are reasons enough for the decline of painting in 
England from 1460 to 1500, still it is hardly possible that the mere technical 
execution of wood cutting should have beeome so uncertain and rude as it appears 
in so many dated English specimens of that period, had it ever attained such a 
development as this print exhibits. I am of opinion, therefore, that this plate is 
German, and perhaps belonging to the very end of the fourteenth century." 
(" Treasures of Art in Gh-eat Britain,'* vol. i. p. 288, Murray's Edition, 1854.) 

A reduced copy of this print was given by M. Ph. Berjeau in the second 
volume of the ** Bibliophile lUustr^,*' January, 1 865, p. 8, and the following in- 
scription — ^based, we presume, on the opinion of the late Mr. Carpenter — was 
placed at the bottom of it, viz. — 

*^R^uction d'une gravure r^put^ unique du Cabinet des Estampes an 
British-Museum et attribute 'k un artiste anglais du XV si^le." 

Interesting as thjs example of early Art may be, we cannot consider it to have 
been of English origin, nor to belong even *' to the very end of the fourteenth 
century." 

In connection with the introduction of St. Anna into paintings, Mrs. Jameson 
remarks — 

" In early pictures, St. Anna, the mother of the Virgin, is very seldom intro- 
duced, because in such sublime and mysterious representations of the Vergme DeOy 
whatever connected her with realities or with her earthly genealogy is suppressed. 
But from the middle of the fifteenth century, St Anna became firom the current 
legends of the history of the Virgin, an important Saint, and when introduced into 
the devotional groups, which however is seldom, it seems to have embarrassed the 
painters how to dispose of her. She could not well be placed below her daughter; 

she could not be placed above her Where the Virgin is seated on the 

knees of St. Anna, it is a still later innovation. There is such a group in a pic- 
ture in the Louvre, after a famous cartoon by Leonardo Da Vinci. . . . there is also 
a fine print by Carraglio, in which the Virgin and Child are sustained on the knees 

of St. Anna; under her feet lies the dragon The Crermans, who were fond 

of this group, imparted even to the most religious treatment a domestic sentiment.'* 
Q' Legtends of the Madonna," p. 87, ed. 1852.) 

[l6|. X llf in.] [Coloured,] 

D. 56. 

THE VIRGIN AND INFANT CHRIST ON THE 
KNEES OF SAINT ANNA. 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

|N a throne-like seat beneath a canopy of three arched divisions is 
seated St. Anna supporting the infant Saviour on her right knee, and 
the Virgin on her left one. St. Anna is draped in head-cloth, tunic 
and mantle, the latter fallmg in large folds to the ground and conceal- 
ing the feet. She looks towards the infant Saviour on her right knee. A large 
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bordered nimbus encircles her head ; the tunic is girded round the waist. On St. 
Anna*s left knee sits the youthful Virgin, who is turned towards and looks at 
Christ. A crown is upon her head, and around it is a nimbus ; the longhair falls 
to the elbows ; she is dressed in a long habit girded at the waist. She holds a 
flower before her in the left hand, and extends the right jband towards Christ, who 
appears to be taking from it a flower, which is raised as high as St Annans throat. 
The latter person encircles the waist of the Virgin with the left arm, the hand 
appearing in front over the Virgin's left hip. The infant Christ opposite is entirely 
undressed ; a cruciform nimbus is present. St. Anna supports Him at the back 
with her right arm, over the hand of which Christ extends His right arm, while His 
left is put forward to receive a flower from the hand of the Virgin. The back of 
the throne is of architectural character, portions of it rising to a level with the 
nimbi of Christ and the Virgin. Above and beyond is seen the sky through the 
open spaces below the divisions of the ornamental canopy. The sides of the print 
are formed by the supporting columns of the canopy, which is of very mongrel and 
debased architectural character. This composition is enclosed within a border 
and measures 7^ inches high by Si wide. Beyond is an ornamental framework, 
l|-th8 wide, one inch of which is the work of a metal cut in relief and not from a 
wood block. This framework from a metal cut consists of a border an inch wide, 
containing several ornamental discs or rosettes placed at a distance of about l-| 
inches from each other and having between them a connecting bar -^ ths of an inch 
wide. The inner edges of this outer border are sharply dentated, the long teeth 
projecting &r within the border. 

The drapery in this design is well cast and of large character. The face and 
expression of St. Anna are good. The technic of the figures is clean and careful, 
but that of the framework is heavy and coarse. 

Colour has been applied, and the nimbi and the crown of the Virgin have been 
illuminated, but the metal is now oxidated and black. The waist girdles of the 
Virgin and St. Anna, and the flowers also, were illuminated. The mantle of St. 
Anna is of a pale madd^ red with a green coloured lining. Her tonic and head- 
dress are white, the shadows being indicated by a faint brown. The drapery of the 
Virgin is blue. The flesh parts have been touched on the shadow sides with light 
red. The throne is of a deep yellowish-brown colour, the canopy of madder red 
and vermilion. The dentated parts of the border and the bands running between 
the ornamental discs are black. The centres of the discs themselves are alternately 
red and blue. Within the border the spaces between the denticulations and the 
edges of the connecting bands are alternately of a green and madder red colour, 
and so arranged that the green of one side is opposite the red of the other. 

This example has suflered much damage, and is now largely made up with resto^ 
rations. 

On the back of the print is the following memorandum in pencil from the 
hand of Mr. Ottley— 

"I strongly suspect that the paper-mark of this print has been the swan drawn 
by me at the Hague from a book of accounts of the year 1413. At least, after 
repeatedly examining what remains of the paper-mark with the greatest possible 
care, I can think of nothing else that it can have been.'* 

[lof X 7f in. (?).] [Coloured.] 
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D. 57. 
THE VIRGIN AND INFANT JESUS. 

THIRD QUAETER OP THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 1 22, Wbigel.) 

^HE Blessed Virgin gentij inclining her head to the right, and down- 
wards towards the infant Saviour, meets the gentle pressure of the 
Child*8 right hand upon her chin and cheek. A rich crown is on her 
head, and over it a bordered nimbus. The hair is long and waves down 
over the shoulders. A necklace of pearls with a Greek or Maltese cross attached is 
around her neck, and the bordered mantle is secured at the throat with a large 
circular brooch, haying manj jewels. She supports with the left arm and hand the 
infant Saviour by the back, and with the right hand by the buttock. The Child 
is quite nude ; crosses the legs over the right arm of His mother, and raises the 
right hand to the Virgin's chin. In His left hand is a cross ; over Christ's head is 
a cruciform and bordered nimbus ; the hair of the head is thick and curling. The 
countenance though not in the least infantine nor attractive, has yet a very intense 
expression directed to the Virgin Mother, whose countenance and expression are 
thoughtful and refined. With the exception of the feet of the infant Saviour, the 
drawing, though not delicate, is firm and good. 

At the upper part of the print are six lines of xylographic text broken through 
the middle by the head and nimbus of the Virgin. The inscription is as 
follows — 

** <Bttt po0itti0 tm $tc to nienam etth re0urrec^onem multot m imi^ tt in 0i0« 
nam non qtr atiicetur [for cut contradicetfir]* (EEt tuam ip0iU0 animan ptfi0i 
\jpertran9i] W 6latliU0 Ut renelutuc t% imilti0 Con)ibU0 CO0itadime0/* (Luc: 
ii. 34.) 

A strongly marked border line encloses the composition. 

This print was formerly in the Weigel collection. Its former possessor remarks 
concerning it — 

*' It appears to have been printed ofi* with a press ; the ink of impression is 
strongly blaek. In spite of the sharply notched folds of the drapery, it may be 
assumed from the character of the xylographic letters, from the -^ over the a*8, and 
from the sofb outlines of the mantle, that tiie print had its origin about the middle 
of the third quarter of the 1 5th century. Perhaps it is a copy from a fiivourite 
miraculous picture. The paper is soft and without watermark.'* Q^ Anflinge, etc.,^ 
vol. i. p. 207.) 

[ 1 1 ^ X 7 f ioO [Uncoloured.] 
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D. 58. 
VIRGIN AND CHILD ENTHRONED. 

FIFTEENTH CENTUEY. 

GERMANY. 

^HE Holy Mother is seated on a Grothic throne-like chair, the back of 
which rises to the upper border line of the cut. In action she is 
directed towards our left, and bears the infant Saviour on her right 
knee. Both crown and nimbus are present, as also mantle and tunic 
The longhair falls over the shoulders and the mantle descends in large and grace- 
ful folds to the ground, concealing the feet. The in&nt Christ is undraped, sits 
on His Mother*s right knee and turns towards our right hand. He extends both 
hands towards the left hand of the Virgin, who holds in it an apple, which Christ is 
about to take in His left hand. A cruciform nimbus is present There is not any 
cross-hatching, but shadows are indicted with oblique parallel lines. The ink of 
impression is of a deep black. A border line is partly present. 

Colour has been applied, and the letters 6 01 (Sancta Maria) added by hand 
aboye. 

The nimbi, throne and drapery were originally all of a yellow colour. The 
green tint which has been used for the ground was also passed over the back and 
the edge of the seat of the chair. 

This little print appears to have been one of a series of which St. James the 
Greater [D. 69] and St. Paul [D. 70], afterwards described, were members. 
Though placed here with the woodcuts, we haye a strong suspicion that these three 
impressions are from metal plates in relief. 

[li X ij-in.] [Coloured.] 



D. 59- 
THE CORONATION OF THE VIRGIN. 

("Z*/«a>roiMito.*') 

FIFTEENTH CENTURY. 

NETHERLANDS (P). 

[his is a tracing — afterwards lined or mounted — from the facsimile of 
a woodcut found on the side of a tomb in the Cathedral Church of 
St. Sauyeur at Bruges, in the year 1841. We are not in possession 
of any further information concerning the original print, nor of this 
hand copy, which latter has on the back a memorandum in pencil, simply to the 
aboye effect. 

In this composition we obserye the Virgin kneeling before, the Three.Persons 
of the Trinity, and receiving from the hands of the Father and the Sun the 
crown, immediately oyer which hoyers the Holy Spirit. On the left hand of the 
spectator is the Son with cruciform nimbus, and raising the right hand as if in 
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benediction as he lookn towards the Virgin, who is at the foot of the throne and 
with her back towards Him. On the right is the Father bearing crown and 
bordered nimbus, and holding in the left hand an orb surmounted by a cross. 

In the foreground at each angle is an angel, the one on our left plays a harp, 
the one on the right hand an organ. At each of the upper angles of the compo- 
sition there is an angel also. Over the Ungel near the head of God the Son runs 
a scroll, on which are the words ** \xi |)ac nitat filiu0/' By the angel near God the 

Father is a scroll, on which may be read *♦ patti Qlotia*" From the Holy 

Spirit runs upwards and towards our left a third scroll, having on it ** C tfft 

HiDinajs 0piritu0/' 

The foreground is parqueted or chequered somewhat in the conventional 
manner common to prints in the maniere criblee, 

[2 If X l6 in.] [Uncoloured.] 

D. 6o. 

THE NATIVITY— THE VIRGIN ADORING THE 
INFANT JESUS. 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

^T the base of the trough of a manger and beneath the penthouse roof 
only of a stall lies the infant Saviour on some raised flooring on the 
ground, to the left hand of the spectator. 
_ Two sides of the stall are open from the roof to the ground, the 

other sides are protected by a wattled fencing. At the entrance of the stall kneels 
the Holy Mother with raised and joined hands adoring the Child at her feet, 
according to the text in her " Office " — Virgo quern genuit adoravit 

She is draped in a long garment with close sleeves and tight at the waist. A 
nimbus encircles her head. The Holy Child upon the ground before her is un- 
draped, and lies on a piece of white linen. A cruciform nimbus is around the head. 

Behind and at the head of the rude couch of the Saviour rises the trough of a 
manger, over which appear the heads of an ass and a bull. On the extreme right 
of the print, and behind the Holy Mother, stands St. Joseph clad in short mantle 
and tunic, low round cap with side lappets, and holding above a short stafi* in the 
right hand. He has on black pointed shoes ; he looks towards the child Jesus. 
The foreground is a slightly raised grassy hillock. A double border line encloses 
the composition. 

Colour has been resorted to. The drapery of the Virgin is of a reddish-brown 
colour, her nimbus has a yellow disc, as also has that of the infant Saviour, the 
cruciform members of which are of bright vermilion. The mantle of St. Joseph is 
of a lake colour, the tunic bright vermilion, and the cap yellow, llie wattle fence 
is of a light brown tint, the roof and its supports of a dingy yellow. The ground 
is of a yellowish-green tint. 

The border is on two sides of a reddish-brown colour, and the other sides of a 
dingy yellow hue. The ox is of a faint rose tint, the ass of a greenish-black 
colour. The staff which Joseph carries is of a dingy yellow tipped with bright 
red. The cheeks of the infant Christ, Virgin and St. Joseph are bright red, the 
mouths of a still deeper colour. 

There is not any cross-hatching present, shadows being indicated in certain 
places both by distant parallel lines and by colour. 
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On examining closelj thb little print, it may be observed that the technical 
execution both of the contour lines and £:>rms and of the colour is peculiar. At 
first sight it would appear that the whole was entirely the result of stencil work. 
Carefnl observation will show, however, that in part at least the marking out of 
the forms has been due tq pressure from an engraving in relief. As regards other 
parts it may be suspected that the forms have been made out with stenoils. With 
respect to the exact mode in which the colouring has been effected we are in doubt. 
That it is not of pure handwork we think is clear, but whether the colour has been 
stamped on in parts from the block, or has been throughout applied with stencils, 
is doubtful. • 

[4t X 3f in.] [Coloured.] 

D. 6i. 
A REPOSE OF THE HOLY FAMILY. 

SIXTEENTH CENTURY. 

NETHERLANDS. 

ITHIN a kind of garden stands a tent to the lefl of the spectator. At 
the foot of the tent sits the Virgin holding out her hands to receive 
the infant Jesus, who is approaching her. By the side of the Virgin 
stands St. Elizabeth, who extends her left hand towards the Child 
Jesus as if to guide Him on His way to His Holy Mother. The latter is draped in 
mantle and tunic, and has an overlapping collar ; a nimbus is over her head, the long 
fair hair of which falls over the shoulders. St. Elizabeth has head-dress, mantle 
and tunic ; a nimbus is present. M'^ith her right hand she supports in front her 
outer garment. In the middle of the foreground is the infant Saviour approaching 
His mother ; He extends the right hand as if about to take the left hand of St. 
iBlizabeth as supporting Him on His way. In His lefl hand He holds a basket. He 
is clad in a loose habit which reaches down to the calves of the legs, the feet being 
exposed and bare. A cruciform nimbus encircles His head, the hair of which 
falls to the nape of the neck only. In the background inunediately behind Christ 
rises a firuit tree, and by it stands St. Joseph grasping the stem with both hands 
for the purpose of shaking it, the fruit and leaves falling to the ground. Joseph is 
clad in a loose tunic reaching to the knees and girded at the waist. His head is 
bare. The legs are clothed in tight hose and the feet in short toed shoes. Behind 
Joseph and the tree is a low Wall which crosses the composition from the elbow of 
St. Elizabeth to the middle of the right border line of the print. Some of the 
branches of the tree — Bladen with fruit and foliage — touch the upper border line 
of the print. Beyond the wall and between the tree and St. Elizabeth spring up 
some other branches and foliage. At the lower right hand comer of the print 
kneels une religietue in adoration. On the ground are grass, flowers and 
scattered fruit. 

Colour has been resorted to, some of it being of a heavy and opaque character, 
and carelessly applied. The draperies of the figures are blue and brown. The 
outer surface of the tent hangings is blue, the inner chequered or diapered. 
Amongst the dirty green foliage of the tree are round bright red fruits. The hose 
of Joseph and the outer habit of the kneeling figure in the comer are of a lakish 
hue. 

A narrow sky is indicated at the top of the print by a wash of dirty blue paint. 
Outside the border line of the cut a narrow wash of deep bluish- violet colour 
has been applied. The nimbi, the ball at the top of the tent, and the border above 
the fringe encircling the bottom of the conical top of the tent, have been illumi- 
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nated with gold, which is still bright. A deep black border line has been worked 
round the outer and inner edges of all the nimbi. 

This example is one t)f three illustrations belonging to a " Life of the Virgin,'* 
of Flemish origin. The others in the Museum collection immediatelj follow [r>. 
62, D. 63]. 

[4f X 2|.in.] [Coloured.] 

D. 62. 
THE VIRGIN AND CHILD IN GLORY. 

SIXTEENTH CENTURY. 

NETHERLANDS. 

f HIS example consists both of illustration and text. Abore eight lines 
of the latter occupying a space of an inch and a half, is a design represent- 
ing the Virgin and Child within a "vesica picis** or " mandorla," the disc 
of which is a radiant glory. The Virgin stands on the crescent moon 
lising above the earth ; she bears both crown and nimbus, and is draped in mantle 
and tunic. The feet are just visible on the inner curve of the crescent. The hair 
of the head is long and wavy, and falls to the elbows. The mantle is fixed at the 
neck with a brooch, and has a decorative border. The infant Christ is on the Virgin*s 
left arm, a diminutive cruciform nimbus is over the head and a loose garment on 
the body, leaving the lower limbs bare. Christ extends His left hand towards a 
palm branch which is borne in the right hand of St. Barbara, who kneels at the 
right hand comer of the print. He holds out the right hand along with a ring to* 
wards St. Catherine, who kneels at the opposite comer. Both Saints kneel oa 
pinnacles of the earth, above which the crescent moon is rising. They have 
diadems and nimbi with long fair hair to the shoulders ; each supports a large 
book on the knees and places a hand upon it. In the other hand St. Catherine 
holds erect a sword, St. Barbara a palm branch. Above the head of the former 
rises a large wheel, above the latter a tower. On the tops of the wheel and of the 
tower kneel angels in long draperies who bear up the large aureola with their 
hands. 

A black border line encloses the composition. 

Below are eight lines of engraved text in sharp lower case Gothic characters in 
the Flemish language, commencing with '* <Sotl 0TUet,** and ending with " ^wAl 
toater." 

Colour — here and there opaque — has been heavily applied, and the nimbi and 
angels' wings have been illuminated with a very inferior metal, which has oxidated 
and in part scaled away. The mantle of the Virgin is white and in the shadows 
blue ; the border is yellow. The tunic is of a deep red, the cuffs of the loose 
sleeves being yellow, as are also the draperies of the kneeling Saints. The hair 
of the Virgin, the rays of the elliptic glory, the hair of the Saints, the sword, the 
wheel and parts of the wings of the angels are yellow in colour. The earth is 
green. 

We are inclined to believe that this cut, along with D. 61 and D. 63, iafrom 
some soft metal engraved in relief, and not from a wood block. 

[4|- X 3 J in.] [Coloured.] 
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D. 63. 

VIRGIN AND INFANT CHRIST ON THE KNEES 
OF SAINT ANNA, WITH OTHER SAINTS. 

SIXTEENTH CENTURY. 

NETHERLANDS. 

|N a throne with a high and ornamental back sit SS. Anna, Joachim 
and Joseph. St Anna is in the centre, the infant Saviour and the 
Virgin resting on her knees. 1 A canopy is over St. Anna*s head, 
on which rests the Holy Spirit as a large dove. St. Anna bears 
a decorated nimbus and head-cloth, long mantle and tunic. The Virgin appears 
as if sitting on her left knee supported by St. Anna*s left; arm. The infant Christ 
stands erect in the middle of St. Anna's lap. She supports him by placing her 
right hand on his right arm, and her left hand over his left hip. Christ appears 
to hold something (a fruit P) in his left hand. 

On the right hand of St. Anna (the left of the spectator) is seated Joseph, 
directed in action and looking towards the infant Christ He is bareheaded and 
somewhat bald, is draped in a large mantle and tunic, and holds a book on his 
knees, the right hand being placed on it. With his left hand he grasps one of the 
bands of his head-dress which has fallen on his right shoulder. On the other side 
of St Anna is seated Joachim draped in a mantle with a rich collar and orna- 
mental cuffs to the sleeves. A cap with a button at the top is on his head. He 
extends the right hand towards the infant Christ, and with the left holds an open 
book upon his knees. The dais of the throne advances in the centre in a semi- 
circular way ; on the floor of this projection lies a large open book. On the 
straight edge of the floor of the dais are inscribed the names '* 3IO0ep!^ ** and 
** JitiB^im ; " on the curved edge, <* :^a ♦ i|)0 ♦ araia ♦" 

The ground before the dais is paved, the lines of the stones running to a point 
of sight in the centre of the composition. The throne itself is placed below a 
narrow ornamental arch, above the carved mouldings of which is the word 
♦* j^arien" on our left hand, and •* SaSatn*" on our right 

Heavy and opac^ue colour has been applied. The draperies are of dingy red 
and brown, with the exception of the dress of the Virgin and the cap of Joseph, 
which are of a blue colour. The small canopy over St Anna is blue, the dove 
being white with a red beak. The throne and floor edge of the dais are yellow. 
The floor itself is green. Within the black border line a bright red inner border 
has been carried up to the arch of the canopy over the throne, along the outer 
curve of the arch of which it is continued, as also along one of the horizontal 
edges and the curved edge of the floor of the dais. 

[4f X 3| in.] [Coloured.] 
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D. 64. 

THE VIRGIN ADORING IN SORROW THE 
CRUCIFIED SAVIOUR. 

0* Maria addolarata:") 

SIXTEENTH CENTURr. 

NETHERLANDS. 

|N a Cross placed in the middle of the composition is extended the 
Crucified Sayiour, from whose body blood is streaming in such quantity 
as to cover one half of the surface of the print. Parts of the bodj are 
quite hidden also bj the torrents of blood, which are throu^out 
indicated bj colour and not bj engraving. 

A large cruciform nimbus and wreath of thorns are on the head, the ends of 
the loin cloth flutter on the right hand (to us) side of the Cross. The latter, with 
the body of the Crucified, is turned in direction towards our left. At the left 
hand comer of the print kneels the Virgin wearing head-cloth, mantle and tunic 
A nimbus is over her head, she raises her joined hands before her as she looks up 
in sorrowful adoration to Christ. At the foot of the Cross are two skulls and some 
bones. Behind the hillock on which the Cross is placed appear some houses and 
castellated towers. Clouds are indicated in the sky. This design is 3|- inches in 
height, by 2|- inches in breadth. It is enclosed within an ornamental frame or border 
l^ths of an inch wide. Within this border are large separate flowers, prints and 
insects ; delineated in a naturalistic yet artistic manner. Black border lines enclose 
both design and border. 

Colour has bee^ applied and either some gummy matter or very inferior metal 
— ^now oxidated — ^to the nimbi and blood drops* The entire body of Christ is of a 
bright brownish-red, the streams of blood are of a deep red, as are also some houses 
in the background. The head-dress of the Virgin is nearly black, the mantle of a 
light brown colour. The Cross is yellow, the loin cloth blue, the hillock green. 
The sky is of a dingy blue tint. The ground of the frame or border is of yellow 
colour, the flowers, fruits and insects being coloured in a fiurly natural manner. 

The entire work of the border is of a superior character to that of the design 
it encloses. There are some features of this print that incline to the opinion that 
it may be an impression from a metal plate in relief, and not fix)m a wood block. 

It appears to have belonged to a series of which the cut to be described next 
was also a member. 

[4 J X 3f in.] [Coloured.] 
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D.65. 

THE INSTRUMENTS OF THE PASSION AND 
THE SACRED HEART.^ 

SIXTEENTH CENTURY. 

NETHERLANDS. 

CN the centre of this curious design is a hirge heart, within which is 
seated the infant Saviour on a cushion, and directed in action towards 
the spectator's left. He is undraped; a cruciform nimbus encircles 
the head. He holds erect in his right hand a rod, and in his left a 
scourge. Behind the heart rises a cross, with the spear, reed and sponge placed 
crosswise between the heart and the cross. The spear and reed reach from the 
bottom to the top of the design. Above the heart hangi a large wreath of thorns 
from the centre of the transverse beam, having above the scroll of inscription — 
INRI- 

Below the transverse beam of the Cross, and bj the sides of the heart, are 
some instruments of the Passion, with the pierced and bleeding hands and feet of 
the Crucified. The nails, hammer and forceps are on one side, the dice and 
sword on the other. The wounded hands are above, the feet below. The cross 
rises firom an undulating hillock. 

A comparatively broad black border line encloses this composition, which is 
2^ in. high hj If in. wide. Beyond the border line is a plain margin j-th of an 
inch wide, outside of which is an ornamental frame or border similar in character 
to that of the previously described print (D. 64). Some of the little figures in 
this border are admirable, particularly some roses, a butterfly, and a bird catching 
an insect. • 

Colour has been resorted to, and apparently the nimbus and cushion have been 
illuminated. The heart is of a bright red colour, marked with deeper hued blood- 
drops. The spear, reed, wounds of the hands and feet, with the blood, are red, as 
are also the spaces between the twisted thorn stems. The nails are black, the 
cross, hammer and forceps are yellow, the ground is green, the rod and sword- 
blade blue. The sky is indicated at the top of the cut with a narrow streak of 
dingy blue. The flowers, &c, of the border are naturally treated, the general 
ground of it being of a yellow hue. 

[41 X 3 in.] [Coloured.] 

* Antea, pp. 1 52- 154, C. 8, C. 9. 
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D. 66. 

SAINT JOHN THE BAPTIST IN THE 
WILDERNESS. 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

BAVARIA. 

(The last Prophet, Forerunner of Christy Martyr,} 

(No. 94, Weiokl.) 

It. JOHN THE BAPTIST is here represented m witness to the 
coming of Christ. He stands erect, occupying the whole length of 
the print. The head is inclined very slightly over the right shoulder, 
as he looks down on an ** Agnus Dei/* lying on a large closed book, 
supported by the right arm, and to which symbol he points with the index finger 
of the left hand, as if saying, ** Behold the Lamb of God." 

A large and bordered nimbus is present, from the outer edge of the border of 
which run off two long scrolls on our left hand, and one scroll on the right. On 
the upper scroll on ,the left are the words, ** ^00 « 0Uin « t)0jc ** ; and on the scroll 
on the right, " dam ♦ man « ti0 » in » Hederto/* On the lower scroll on the left 
are the words, ** ^cce * 90mt0 « Hei ♦ ecce » il ♦ tollit » }t*'* These words are in 
Gothic characters. ^ 

The hair of the Baptist is thick and long, and cut straight across the forehead. 
Hair is not present on the upper lip, but from the chin falls a thick beard. The 
long mantle is thrown in heavy folds over the left arm, and is brought close to the 
waist, from whence it depends along the left leg to the ground. Over the chest 
and below, between the legs, may be seen exposed the tunic of long camel^s hair, 
from beneath which protrude the naked feet. 

Over the, head of the lamb on the book in the Baptist's right hand is a 
cruciform nimbus, from the top of which rises a cross, with the banner of victory 
attached. 

In the immediate foreground is a narrow strip of sandy desert, beyond which 
is a grassy hillock. On the top of the latter, and at the left hand side of the 
print to the spectator, rises a rock surmounted by a wood having a waterfall 
running down in front of it. At the base of this rode is a smaller one to the right 
hand, in front of which springs up a dwarf palm tree. Some herbage and tree 
stumps are represented in the foreground. The whole is enclosed within a rather 
broad border line. 

Colour has been resorted to. The nimbus, book, hairy tunic, sand and small 
rocks are of a yellow colour, the mantle is crimson madder, the hillock and foliage 
green, the hair and beard dark brown, the lining of the mantle of a lighter 
brown colour. The flesh part-s are faintly tinted with a light red. 

Weigel remarks of this example, which was formerly in his cabinet — 

" The design is free and large in style, the pose of Saint John noble. The 
drapery is pictorially effective ; the mantle forms large and handsome folds under 
the right arm, and also falls tasteftilly down over the left arm. On the ground 
also the flow of the drapery is the reverse of stiff. The hair of the head, beard, 
and tunic is lightly and dexterously drawn and engraved ; the lines of the drapery 
and the folds generally are strongly marked, and, if somewhat stiff, yet are not 
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hard. Notched and hooked folds of the (iraperies are not obsenrable. The folds 
are to a limited extent shaded with diagonal strokes. The rocks are hard and 
rugged, as if recently disrupted. The foliage of the trees is carefully drawn. On 

the top of the latter sits a bird The impression appears to have been 

taken with the press in a brownish-black colour, which to some extent has passed 

through the paper The paper has wiremarks, but not any watermark. 

Technic and colour point to tiformschneider of Ulm or of Augsburg as the author 
of the print. The character of the hair, the rich and, if somewhat formal, yet not 
stiffly broken drapery, refer us to the middle of the fifteenth century." (Op. cJt. 
▼ol. i. p. 159.) 

[10 J X 7iin.] [Coloured.] 

D. 67. 

THE BEHEADING OF SAINT JOHN THE 
BAPTIST. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

BAVARIA. 

(7^* last Prophety Forerunner of Christ, Martyr,') 

(No. 185, Weioel.) 

(N the immediate foreground kneels the Baptist, directed in action 
towards the spectator's right hand, as he bends slightly forwards, with 
his hands raised and joined before him as if in prayer. A bordered 
nimbus is oyer his head, the hair of which and of the beard is thick and 
slighdy waging. The mantle of the martyr has &llen below his waist, exposing the 
tunic of camel's hair and its girdle. The folds of the mantle fidl graceftdly on the 
ground. Behind the Baptist, and to the left, stands the executioner, holding with 
both hands a long straight double-edged sword, as about to decapitate him. The 
executioner is in a close-fitting surcoat girded at the waist, tight hose and loose 
leather boots. The sheath of the sword he raises may be seen between his legs. 
He has on a conical, but flat-topped cap. The hair of the head and beard is close 
and thick, but not Tcry long. He stands before ah open door of the fortress-palace 
of Macheronta, where Herod was celebrating his birthday. On the other side 
comes forward Salom^, the daughter of Herodias, wearing a turban, aboTe which 
appear the upp^r ornaments of a diadem, and below the heavy plaits of her hair. 
She bears a charger in her hands, as if waiting for the head of the Baptist to place 
on it Behind and to the right of Salom^ stands a bearded man, of years and of 
importance. He has on a conical cap, and tunic girded at- the waist. Below the 
tunic, which reaches to the knees, appears a small portion of the loose drawers he 
wears ; shoes are on his feet. 

The background is a hilly landscape, with a river, on which are two boats. On 
the banks of the stream is a town ; on the summit of the more distant hill is a 
tree, and on that of the nearer elevation on the right are a church-like edifice 
and houses. Some trees and vegetation are scattered over the landscape. 

This example formed part of the Weigel collection. 

" The group is well arranged. The countenances are not without expression, 
and the drawing is natural ; the lines are strongly marked, and printed off appa- 
rently with the press. The iuk of impression is of a deep black colour, particularly 
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of the open doorway and of the border line. The colouring is lively, and so fmr 
carefully performed as to be contained within the contours. The vtodigris green 
is softened in the middle distance and background with yellow, and into which it 
passes. The colours are those of the Swabian school; the red is very fiery. The 
paper is strong, and has a roughly expressed bull*s-head for a watermark. The print 
has been damaged below at the left hand comer. If we may regard the river of 
the landscape as the Danube, and, the town as Regensburg, we have before us here 
perhaps a work of Lieuhardt, of Regensbturg. Drawing, technic, and colour call 
to mind the ' Marienbuch * (Salve Regina) of Lieuhardt, in our possession. The 
garments and turban of the daughter of Herodias, the developed bosom, and the 
cast of the drapery coincide closely with the prints of GUnther Zeiner (1472), and 
approach the last quarter of the fifteenth century, and which is indicated also by the 

waved lines representing the clouds Over the print is fixed a narrow strip 

of parchment, one side only of which is written on with the following words in one 
line of monkish characters. Above and below this line the writing has been cut 
away — 

* dno Gerhoho Chyemesis eccie Ep.* 

This line has been removed firom the book in which our specimen was fixed. The 
latter was found in Lower Bavaria ; thus the print might readily owe its origin 
to Regensburg.** (" Anf ange, etc.,** vol. i. p. 291 .) 

[loj. X 7|-in.] [Coloured.] 



D. 68. 

THE BEHEADING OF JOHN THE BAPTIST 
AND ANOTHER PERSON. 

LAST DECADE OF THE FIFTEENTH CENTURY. 

NURNBERG. 

^N impression from a block engraved for one of the illustrations in the 
work known as '*Dionysius vom himlischen Reichtums,** or the 
^' Schatzbehalter des Reichtums des ewigen Heils und Seligkeit.** 

This book was first printed at Numberg by Koburger in the year 

1491. It was the predecessor of the ^'Niimberg Chronicle,** and the outs in it 
are from the designs of Michael Wohlgemut, the master of Albert Diirer. On 
the character and bearing of these cuts, in relation to the history of early German 
Art, reference may be made with advantage to Thau8ing*8 '* Diirer, Geschichte 
seines Lebens und seines Eunst.** Leipzig, 1876, p. 49. 

In the Print Room collection of Books there is a series of ninety -one illustra- 
tions taken from the '* Schatzbehalter.** (No. 86 of the German books.) The 
present cut, D. 68, answers to No. 3 1 in that series. D. 68 is plain on the 
verso; the cut (31) in the series mentioned has an impression of cut 30 of the 
same series on the back of it. 

[9j-x6J.in.] [Coloured.] 
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D. 69. 
SAINT JAMES THE GREATER. 

SIXTEENTH CENTURY. 

NETHERLANDS. 

{AposiUy Martyr, ^ 43.) 

[he Apostle stands erect, directed in action towards onr left. He holds 
in his right hand an escallop or pilgrim^s shell, and in his left hand a 
short staff. He is clad in a large mantle with cape, and in a tonic. 
A pilgrim's hat is on his head, encircling which is a nimbus. The 
background is plain ; the foreground rises to the leyel of the knees. Colour has 
been applied. The nimbus, tunic and staff are jellow ; the mantle and foreground 
green. The capital Gothic letters % and 3 haye been added by hand at the top 
of the print, and over which a wash of jellow colour has been passed. A black 
border line encloses the composition. 

[2 X If in.] [Coloured.] 

D. 70. 

SAINT PAUL. 

« 

SIXTEENTH (CENTURY. 
NETHERLANDS. 
{Apostle, Martyr.) 

PHE Apostle erect adyances towards our left, holding in his right hand 
a long pointed sword, the point downwards. A nimbus is present ; he 
is clad in mantle and tunic. The drapeiy is well cast. The back- 
ground is plain ; the foreground rises to the level of the knees. 
Colour has been applied. The mantle is jellow. The tunic and ground are 
green. The nimbus and sword-handle were jellow, but green colour was after- 
wards washed oyer them, and thej are now of a jellowish -green. 

The capital letters % and 9 in Gothic forms have been added bj hand at the 
upper part of the print. 

A border line encloses the whole. 

This cut is from a series apparentlj, and to which D. 69 belongs. 

[2tV X l|-in.] [Coloured.] 
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D. 71. 
SAINT PETER. 

SIXTEENTH CENTURY. 

NETHERLANDS. 

(Apostle and Martyr.) 

{T. peter stands erect, directed in action towards the left. In lus 
right hand he holds an open book, in his left a large kej npri^bt. 
He is clad in mantle and tunic, the latter being girded at the waist. 
Some folds of the mantle are passed underneath the girdle, by which 
the mantle is not ungracefully held up. The latter is fastened at the neck collar 
by a morse. The tunic has a row of buttons down the breast, and a border where- 
it buttons. The Apostle has received the tonsure ; a nimbus with rayed disc 
encircles the head. He is bearded ; the feet are exposed and bare. At the upper 
part of the print are the words *♦ ftattcte peter*" 

A double border line is present. The outer line is broad and deeply black, 
the inner line narrow. 

The print has been coloured. The nimbus, tunic and key are yellow ; the 
mantle is of a madder red colour and the ground is green« On Uie verso is 
manuscript in the Flemish dialect. 

[3« X 2f in.] [Coloured.] 

D. 72 and 73. 

FOURTEEN INTERCESSORY SAINTS OF THE 
FIFTEENTH CENTURY. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

(No. lioo, Weigbl.) 

jN the present and following sheet (D. 73) are represented the fourteen 
intercessory Saints and Martyrs commonly reverenced during the 
fifteenth century. These and other holy mediators are such of the 
martyrs of the early Christian Church as are recorded to have be- 
sought the Almighty before their deaths that He would be pleased to grant the 
prayers of such repentant sinners as might hereafter approach His Throne of 
Mercy through their names. 

The number of these interceding martyrs varied at dilGferent times ; during 
the fifteenth century fourteen were recognized. The number was increased to 
fifteen during the sixteenth century. Some slight variation in the Samts selected 
is also to be met with.^ 

On the present sheet (D. 72) are represented six of the fourteen mediators, 
three of whom are placed on each side of the Crucified Saviour. On the right 
hand side of the Cross is the Blessed Virgin, and on the left St John. On the 

' On the Auxiliatores or Intercessory Saints, see Cahier, " Caracteristiques, 
etc,*' vol i. p. 102. 
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8pectator*8 left hand and next to the Virgin stands St. Blasius, Bishop of Sebaste 
in Armenia (^ 304). He is mitred, has a lighted taper in the left hand, and in the 
right hLs bishop's staff with sudarium attached. He is draped in casula, tunic and 
alb. In action he is directed towards the Crucified. Next to him is St. ^gidius 
as a mitred abbot (•}• circa 7 1 1). He bears a crook in the right hand, and with 
his left holds the left paw of a hind, which rises and fawns on him. In action this 
Saint is directed towards the spectator's left hand. To the left of ^gidius is 
St. Adjutor, a Benedictine monk of Tiron in Normandy (•}• circa 711). He has 
on a monk's habit, and is unmitred. He holds in the right hand a chain and 
fetters, in the left a book. 

On the other side of the Cross and next to St. John stands St. Erasmus 
(•}■ 303) in alb, tunic and casula. He is mitred, holds in the right hand a pas- 
toral staff with sudarium, and in the left a long reel, around which is wound some 
intestine. He is directed in action towards the Cross. Next to St. Erasmus is 
St. Nicholas of Mira (•}■ 342). He is habited and mitred as a bishop, and carries 
three balls against his chest. He is directed towards the Cross. On the extreme 
right is St. Vitus (4« 303), bearing on his right hand the symbolic cock, and 
resting his left hand on the girdle of his tunic. He is in laical dress, with tight 
hose and pointed shoes. Over the head of each Saint is a cinnilar nimbus. Not 
of any of the Saints are the feet visible but of St. Vitus.^ 

As before remarked, in the middle of this row of Saints is the Crucified, the 
Virgin and St. John. A cruciform nimbus encircles the head of our Lord, a 
wreath of thorns is around the brow, and dense long black hair falls on the shoul- 
ders. The loin cloth is close-fitting, the feet are crossed, but there is not any 
suppedaneum. Blood streams firom the wounds in the extremities and chest. 

The Vii^gin, clad in head-cloth, mantle and tunic, with nimbus over the head, 
looks downwards in pensive sorrow,' with hands clasped over the chest. St. John 
looks up as if in wonder at the sufferings of his Master. 

The print has been coloured, and a strong coating of a gummy yamish applied 
to the draperies of St. John, St. Blasius and St. Nicholas, w'hose outer vestments 
are of deep nuidder red, while those of St. Erasmus and the tunic of St. Blasius are 
bright green. The draperies of the Virgin, of SS. ^gidius, Adjutor and Vitus 
are of a light brown colour. The nimbi, cross, &c. are yellow, the linings of the 
mitres green. The ground which rises but little above the feet is also green. 

There is not any border line^ the print having received some damage. This 
example formed part of the Weigel collection. Weigel thus comments on it — 

" The figures are powerfully drawn, and printed off sharply with the rubber. 
From the complete absence of nicked folds in the draperies we are referred to the 
middle of the xv century for their production. The craftsmanlike work of the 
engraving and colouring, along with the colours employed — rich red, metallic 
green, and yellow — render it probable that the print saw the light at Augsburg.'* 
(Op. dt. vol. i. p. 183.) 

l4i X I3|-in.] [Coloured.] 

' St. Roch also was invoked as against the Plague. Rubens in representing 
the Angel, bearing from Heaven power to the Saint, h&s placed a tablet in the 
hands of the Angel, having inscribed on it — " Etis in peste patronus." ((^ahier, 
op. cit. vol. i. p. 41.) See. also D. 74. and D. 93. 
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D. 73 (and 72). 

FOURTEEN INTERCESSORY SAINTS OF THE 
FIFTEENTH CENTURY. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 
GERMANY. 

(No. llOb, Weioel.) 

IN this — the companion sheet to the foregoing one — are represented the 
remaining eight of the fourteen intercessory Saints. Here are three 
female and five male Saints. On our extreme right hand stands St. 
Barbara with diadem and nimbus, and bearing in her right hand a 
chalice with the sacred Host Next to her is St Margaret (•}• ?) with diadem 
and nimbus, holding erect in her right hand a palm branch, and supporting with 
the left a little dragon, partly hidden in the folds of the flowing mantle. St. Cathe- 
rine of Alexandria (•]« 307) comes next with diadem and nimbus, holding a sword, 
point downwai'dsjwith the right hand, and supporting a part of her mantle with 
the left hand. Below the point of the scimitar-like sword is a broken wheel. 

Next to St Catherine stands St. Achatius (•{« circa 250) in laical dress, but with 
a nimbus over the head. His right hand rests on the top of a thorn stem and hia 
left on his wmst girdle. St. Eustachius is next to him in laic dress, and wearing 
a large cap, which rises considerably in the nimbus. In his right hand he carries 
a stag's horns having a cross between them. At his side and turned towards St. 
Eustachius is St. Pantaleon in laical dress and with nimbus. His hands, pierced 
by a large nail, are raised to the top of his head and placed one above the other. 
Blood flows from the wounds. SS. Achatius, Eustachius and Pantaleon have all 
tight hose and black pointed shoes. St. Cliristopher stands next in the series. He 
bears the infant Saviour on his left shoulder, and as he wades through the water 
towards our left hand supported by a tree stem turns round the head towards 
Christ and St. Pantaleon. St. George (+ 303) is the last of the series. He is 
on foot in armour, and thrusts a spear into the mouth of a dragon at his feet 
The action is towards the spectator's left. The ground line is but little above 
the feet of the figures. A small portion of the border line on the right of the 
print remains, and half of it at the top. 

The print has been coloured, and a layer of gummy varnish applied to the 
deep madder red draperies of four of the Saints. 

" Tlie impression is black and sharp, and produced with the rubber. The 
colouring is not careful ; the colours are madder red, mineral green, light brown, 
and camboge yellow. The whole points towards Augsburg or Ulm. The armour 
of Saint George and the sword of Saint Catherine refer us to the third quarter of 
the XV. century.'*. (Weigel, Op. cit vol. i. p. 184.) 

Both D. 72 and 73 have received damage in parts. 

[4| X '3? in-] [Coloured.] 
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D. 74. 
SAINT ANTHONY. 

FIFTEENTH CENTURY. 

GERMANY. 

(Founder of the Hermits. ^ 356.) 

JT. ANTHONY stands erect directed in progress towards the left. He 
is a tall, old, white-bearded man, with mantle closely wrapped around 
him ; his tunic is yisible below. A nimbus is present ; St. Anthony 
bears in his right hand a staff the top of which is a tan cross, the trans- 
verse limb having pendants at its extremities, perhaps meant for bells. He holds 
a large bell in the left hand. ' Behind him and to the right is a sow or pig, 
the head turned away from St. Anthony. On the other side of the latter kneels 
a man raising his hands towards the Saint as if imploring his intercession. The man 
appears like a poor one from the basket (?) hanging on his right arm, and from his 
dress, which is a tunic and tight hose. Above the Saint*8 head is a row of casts 
or votive models of limbs, which have reference probably to cases of erysipelas — 
*^ St. Anthony's fire " — and to dry gangrene, for the cure of which the intercession 
of St. Anthony was frequently invoked. Above the votive limbs is a tablet, on 
which is inscribed S. Anton, but so undecipherably that without the figure and 
symbols of the Saint below the import of the inscription could hardly be divined. 
At the upper left hand comer of the print God the Father looks out from a circle 
of clouds towards St. Anthony. A broad border line encloses the composition. 

The print has been coloured. The chief outer draperies and clouds are of an 
opaquish lake colour, other draperies are of a reddish-brown. The nimbus, votive 
limbs, tau and pig are yellow. The ground is green. 

The impression has been very imperfectly worked off ft-ora an ill -engraved soft 
metal — as we think — plate. 

[5| X 3y in] [Coloured.] 

D. 75. 
SAINT ANTHONY AND SAINT SEBASTIAN. 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

SWABIA. 

(Founder of the Hermits, »!• 356. Martyr. + circa 287.) 

(No. 151, Weigel.) 

|N the one and same sheet are the figures of SS. Anthony and Sebas- 
tian. The originals were engraved on one block, the designs being 
separated by a perpendicular border f^ths of an inch wide. 

St. Anthony stands erect on the spectator's left hand, and is repre- 
sented as an old but vigorous man. In action he is slightly directed towards our 
right. He wears on the head a black cap having long tailed sides which hang over 
the cheeks, part of the beard, and descend to the chest ; a bordered nimbus is pre- 
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sent. The beard with the hair of the head is white and thick. The first is large, 
the lower part being bidden by an open book which is borne on the Saint's lefl hand. 
From this hand depends a bell. In the right hand is a long staff surmounted 
with ^ tau cross. St. Anthony has on a white talar descending to the feet. The 
rounded black shoes protrude just beyond it. The talar is girded round the waist, 
a rosary depending from the girdle. Oyer the talar in firont and from below the left 
hand and bell descends a long narrow black strip of drapery. Over all is a monk'a 
grey habit., much open in front. Below on the right near the feet of the Saint is 
a large pig with a bell hanging at the neck. The pig turns away the head from 
St Anthony, and looks out from the lower right hand comer of the design. 

The foreground rises but little above the feet. Below the ground is a border 
or margin rather more than |ths of an inch wide, on which is inscribed in sharp 
Gothic characters ** 6« ant|)Oiiili0*** 

Colour has been resorted to ; the disc of the nimbus, the leaves of the book, 
the staff, girdle and pig are pale yellow ; the border of the nimbus, the cover of 
the book and the rosary are madder red. The cap, strip of drapery in frt)nt 
and shoes are black, and the habit is of a light brown colour. The foreground ia 
green. The ground of the border of inscriptidn is deep yellow in tint. The 
drawing of St. Anthony is stiff, the folds of the drapery are marked by very angular 
and hooked folds, thotigh the lines themselves are fine. The colouring has been 
somewhat negligently performed, as in the manner of the old ^^ briefinalers.** The 
tints of red and green point to the schools of Upper Germany. 

On the right hand is St. Sebastian, undraped with the exception of a narrow 
close-fitting loin cloth. He is bound by the arms and legs to the stem of a tree. 
In action he is directed slightly towards the right. A nimbus encircles the head 
and a wreath of roses (?) is around the brow, from below which falls at each side 
of the head a mass of wavy fair hair which rests upon his shoulders, drawn toge- 
ther by the strained uplifted arms. The Martyr Saint is pierced with thirteen 
large arrows, from the wounds inflicted by which the blood is seen to flow. At 
the top of the tree stem by the side of the bo\md wrists of the Saint two branches 
of green foliage form a kind of arch over the head. The bottom of the tree touches 
the border of inscription below, and in front of it runs the Saint's right foot cut 
across at the toes. The left leg is bent at the knee-joint and is seen in profile, 
the foot resting on the top of a grassy bank and cutting across the base of 
the tree stem. On a border with yellow ground below is inscribed in GU>thic 
letters — 

<<6« 0eb0ttanu0/' 

This figure has been coloured somewhat more carefully than the other 
one. The shadow parts of the flesh have been indicated by thin washes of light 
red, the latter colour being deepened to represent the blood drops. The arrow 
shafts, tree stem, nimbus and hair are yellow. The ground, foliage and one 
feather of the arrows are green. The roses in the wreath and one feather of the 
arrows are of madder red. With the exception of the face, the drawing of the 
figure is pretty fair. The contour lines are done with a heavier stroke than they 
are in the opposite figure. The space between the two border lines has been 
washed with light red. The ink of impression is of a deep brown colour. There 
is not any watermark to the paper. The third quarter of the fifteenth century is 
about the time of the print, and its locality of production was Swabia. 

On the import of this union of St. Anthony and St. Sebastian on one sheet, 
and on the significance of the tau symbol, some remarks may be met with further 
on (D. 93. 1 and 2). 

[lOj^ X 7|in-] [Coloured.] 
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D. 76. 

SAINT BERNHARD OF CLAIRVAUX— 
" DOCTOR MELLIFLUUS." 

FIFTEENTH CENTURY. 

GERMANY. 

(Abbot + 1133.) 

It. BERNHARD, in monastic dress and tonsure, kneels at our right be- 
fore the Virgin and Child. A nimbus is over his head, a crook rests 
upon the left shoulder ; the Saint raises his hands in wondrous adora- 
tion as he gazes on the divine Child. From his mouth runs a large 
scroll, on which is inscribed in sharp Grothic characters ''mon0t(a te tMZ 
snatrem.*" 

On the left hand is seated the Virgin with the infant Saviour on her right 
knee, and supported by her right arm. She is draped in a large mantle and 
tunic, the latter being slightly open over the chest, yet sufficient to expose the 
left mamma, which the Holy Mother so compresses with the left hand as to cause 
the ejection of its secretion on to the face of the adoring Saint. A bordered 
nimbus is above the Virgin^s head The infant Christ bears a cruciform nim- 
bus, is undraped, lays the right hand on the abdomen, and raises the left to the 
chest. 

In the' immediate foreground is a low wattled fence having on the top of one 
of its palisades a shield with a black ground, on which is an oblique white bar 
traversed by a long black line crossed with five transverse lines of the like 
character. The background is hilly, and topped by three trees. The whole is 
enclosed in a broad black border line. There is not any cross-hatching. The 
work is firm and open, and the shadows are indicated with oblique parallel lines 
rather wide apart. A bulFs head watermark is on the paper. 

On the motif of this composition Mrs. Jameson s " Legends of the Monastic 
Orders," p. 153, may be consulted. 

[7i X 4i in.] [Uncoloured.] 

D. 77. 
SAINT CHRISTOPHER. 

FIFTEENTH CENTURY. 

GERMANY. 

{Martyr, + 254.) 

j[T. CHRISTOPHER wades (towards the left hand) a stream which 
runs across the lower third of the diminutive cut. The water rises 
to the calves of the legs. The Saint supports himself with a tree stem 
which he holds in the right hand. On his left shoulder sits the youth- 
ful Christ bearing a cruciform nimbus. St. Christopher is clad in mantle and 
tunic. The former has fallen to the waist, whence it flutters away in large folds 
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on the right ; the latter stops at the knees. A few rocky elevations define the 
background ; a narrow border line encloses the whole. 

The print has been coloured in strong greens and rose madder, yellow and 
light brown. 

[l|. X i|in.] [Coloureil.] 

D. 78. 
SAINT FLORIAN. 

MIDDLE OF THE FIFTEENTH CENTURY. 

GERMANY. 

{Martyr, + 304.) 

IT. FLORIAN — a large figure clad in armour — stands inclined a little 
forwards towards the spectator's left hand, and pours water from a 
bucket on the roof of a house in flames. A large and bordered nim- 
bus is over the Saint's head, and the long curled hair which falls to 
the shoulders has at the parting over the brow a circular and jewelled ornament 
such as a woman might wear. In the right hand the armoured Saint holds the 
bucket, in the left a lance with a short pennon at the end. 

At the lower left hand comer of the print are some houses rising above an 
embattled wall, by the side of which is a circular tower ; by the tower are other 
houses. From the middle window of the tower issue flames, beneath which stands 
a man looking out of the window, and with clasped hands imploring the inter- 
cession of St. Florian. Flames issue from the door of the tower also, and from 
the roofs of some of the houses. 

The technical execution of this print is very bold and decisive, and the im- 
pression has been worked off with deep black ink. It has been coloured, and not 
uncarefuUy. The disc of the nimbus, the wall, the flames, and parts of the lance 
and pennon are of a deep red colour. The armour is of a light brown tint. Green 
occurs on the roofs of three of the tiled houses and in the pennon. Below the 
feet of St. Florian and in the immediate foreground a former possessor has 
drawn a serpent, bearing on his head a crown, and darting a long red tongue from 
the mouth. This print has been very much dapiaged ^nd much restored. 

[12 X 8f in.] [Coloured.] 

SAINT GEORGE AND THE DRAGON, 

EARLY PART OF THE FIFTEENTH CENTURY. 

NETHERLANDS (P). 

{Martyr. 4« 303.) 

It. GEORGE, on horseback and in armour, occupies the centre and 
greater part of the print. The horse gallops towards our right hand, 
where, at the lower angle of the cut, lies curled up in agony the dragon, 
which the Saint has pierced with his lance. Over the head of St. 
George is a bordered nimbus. He wears a kind of turban, with a central aigrette- 
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like ornament, from which rises a plume of feathers. He stoops forward over the 
horse's neck as he thrusts with both hands his lance through the under jaw of the 
dragon. The horse is ornamentally caparisoned, gallops at and looks towards the 
dragon at his feet. Above the dragon and in the background at a level with the 
horse's head stands Cleodolinda — the King's daughter — clasping her hands low 
down before her, and gazing in suspense but satisfaction at the prowess of St. 
George. She wears a turban-like hat, having a central ornament and other 
decorations on the crown. Her long wavj hair descends to the elbowa Her 
mantle is open in front, allowing much of the tunic to be seen, the latter being 
girded at the waist. The mantle falls in folds on the gi'ound, concealing the feet. 
Behind and by the lefl shoulder of the Princess is the steeple-tower of a church. 
Directly above the head of the horse a bare tree rises on the hill. At the opposite 
side in the background is the castled residence of King Selene, from the battle- 
ments over the entrance to which gaze the King and his Ck)nsort at the doings of 
St. George. The Queen clasps her hands in thankfulness ; the King holds 
a sceptre before' him. They have crowns on their heads. A moat separates 
the castle and buildings from the hilly foreground, the stream supplying which 
runs up from the lower lefl hand comer of the print. A swan floats on the water 
before the tower by the entrance to the castle. In the immediate foreground lies 
the upper part of a skeleton, and near it are ribs, thigh bones, and a shoulder 
blade. Above the right arm of St. George and close to the upper border of the 
cut the words " Sauctus Georgi^ " have been added by hand in a green coloured 
ink, the same apparently as employed to colour the disc of the nimbus, the 
branches of the tree and the ground. 

The technical execution of this print is peculiar, and the cut is one of much 
interest. The technic, the ink of impression^ &c recall the manner of some of 
the block books. ^ 

The system of colouring adopted is of a very primitive kind. WJth the 
exception of the foreground, the genei*al surface of an object is left plain, but 
the ornaments or other s|)ecial portions of it are put in with red or green. 
Thus the bodies of the Saint and his horse are left intact, while the disc of the 
nimbus, a feather, a shoulder-plate of the armoiu* and some parts of the trappings 
of the horse are oiT a dirty green ; the lance shaft, a feather, stripes on the Saint's 
turban, on the armour, the nail heads on the horse's hoofs, and the trappings of 
the horse are of a deep red. The tongue of the dragon and the blood flowing 
from his wounded jaw are red. The edges of the mantle of the Princess are red, 
Her sleeves are green, as are likewise the draperies of King Selene and his Consort. 
By the side of the former lies what seems to be a red mantle. The roofs of the 
houses, the windows of the tower, and the narrow banks of the river are touched 
in with red. A broad opaque red coloured border encloses the composition. 

The watermark of an anchor with cross is present. The print has been 
somewhat damaged. 

[61- X 9f^in.] [Coloured.] 

^ Antea, p. 2o6. 
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D. 80. 

THE MASS OF SAINT GREGORY, WITH 
INDULGENCE. 

LATTER THIRD OF THE FIFTEENTH C5ENTURY. 

GERMANY. 

(Pope, + 604.) 

f HE sheet is divided into an upper and lower portion ; in the first is 
represented the ^ Mass of St. Gregory/* in the lower are fifteen lines 
of an Indulgence in sharp Gothic xylographic text 

On the spectator's left hand in the upper division is placed the 
altar before which kneels St. Gregory with hands raised and joined before him, 
and looking at the apparition of the Gnicified. He kneels on tiie first step of the 
altar. A nimbus is over his head, which is tonsured ; he is draped in chasuble 
and tunic, the latter lying in folds on the ground. Behind him is a tonsured 
deacon bearing the Saint's tiara. On the top of the low altar is an open tomb, 
from which rises the figure of Christ, who looks down towards St. Gregory. Our 
Lord is visible to the hips. A cruciform nimbus is present, and a close-fitting 
loin cloth may be seen below. The arms are crossed over the upper part of the 
abdomen, the right hand holding a rod, the Icfl a scourge. Blood flows from 
various wounds. The hair of the head is dense and dark, the beard thick but 
short. Behind our Lord stands an angel whose vestment is close at the neck smd 
girded at the waist. Behind the angel and touching the left hand border line of 
the cut are the pillar and rope of flagellation. Immediately by the right shoulder 
of the celebrant rises a tan cross, on the transverse limb of which hangs the wreath 
of thorns, and against it lean the reed with sponge and the lance. On the altar 
before the tomb are chalice and paten, open book and two candles. To the right 
of St. Gregory stand two Popes, each with tiara and nimbus. The one nearest St. 
Gregory bears a crook in the right hand and raises the left, pointing with the 
index finger to the wondrous apparition. He is draped in chasuble, tunic and alb, 
and is seen somewhat in profile as he turns towards the altar. The other person 
fronts the spectator, is draped in a mantle and long tunic, bears in the right hand 
a double cross and in the left a book. 

Colour has been resorted to of a somewhat pale tint. The nimbi, cross, 
angels* vestment, loin cloth, ecclesiastical utensils, ornaments, etc. are yellow ; the 
wreath, rod, outer edges of the angels' wings, tiaras and ground are green. The 
chasuble of the celebrant is of pale madder, that of the attendant Pope with the 
crook of a deeper madder colour. 

The pictorial illustration is separated from the following text of the indulgence 
by a narrow black line — 

** ^ Hfm ibu xpt anbett icf? litcf) am ctiic^ ;)aneenlim ein Hurrun &ton u6f niiit 
|)aupt ttaoennen* 3ci) bttt nict) I15 Uln creuc5 ndt^ erloet^ bom isci^lac^entien enoeI» 
D l^etr iffu jcpe anbett icl) Hicf) am cruc; bertountten mit call unD emt^ ^ettmthu 
3(c|) bitt nic^ n; Uln tounen 0i0enliem an^euioe miner 0el 9men 2D ben Ci^u xpt 
set) bitt Hid) 3In00 0rab oeleot mit mQten unH toolrieci^enlien isalben 0e0albett» jt^ 
bitt Hicj) H? Hm toH fio min leben 9. D f^e? it)u f oiite ^irt bef^alt tiie sere^^tent 
Hie iSunHer recl^tfento unti eibarm Hict) aller oeloubiaen toten vm bi^t oenemfi mir 
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0un1ier 9imm, 2) ^ t|)u ]( ict» bttt ni^ tisnb H— (?) tmllen Htnea Wntna ttiU nu 
fut vM^ Hucftiam tm0t eetttte am crac5« be&inner imn aMnmtUst in H* 0tiinli Ho 
Hilt ml emeu 0el ijst uCsoeoanaen ton niton fibe etbarme titt) sditf £^ in mdn 
tiG00an0 9men* 2) t^ef i|ni ? anbette ic() Hicf) abdtieentien 511 tien {^ellen unH erIo<r 
isenlien Hie eeCanonen* jitb intt HicI^ nit 1000 mic)) Harin eon 9men* 2) f^tt i^u 
f anbett ic() 1ii4 ufiR0tanlien Hon Hen totte OH uCbelamf 5tt Hen f^imll OR mt^enH? 
its Her cee^tetfmnH H0 Hattes* Jtb him Hi4 edutm Hi^ ntfn 9mem 

aaSer Hi0 oboe0€i)riim betdin HR » H * pf nt mitt iHacbt 0pti^t Hot Hem bllH 
H^OOtileit 0ot} Hie 0ant file' er0tt»mei0t [erscheinstP] iatj^iuim abUus H5 0ant 
0?0> be0tnieet (?) Hon meoT beF^ten*/' 

A rather broad black border line encloses the whole design. 

[loj X 7|- in.] [Coloured.] 

D. 81. 

THE MASS OF SAINT GREGORY, WITH 
INDULGENCE. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

SWABIA. 

{Pope. + 604.) 

(No. 1 14, Wbioel.) 

PHE greater portion of the sheet is occupied with a representation of 
the Mass of St. Gregory. Below are ten lines of an Indulgence in 
xylographic text of Gothic characters. 

An altar occupies the middle of the composition, before which and 
in the immediate foreground at the left hand comer kneeb St. Gregory with 
raised and joined hands, and looking up at the apparition of Christ. St. Gregory 
bears nimbus and tonsure, chasuble and tunic. Behind him and to the left stands 
a cardinal in red hat and cloak bearing the Saint's tiara. Our Lord rises erect 
at once from the upper surface of the altar, the open tomb being placed below at 
the opposite foot of the altar to the celebrant. He looks down towfutis St. Gregory. 
The arms are crossed at the wrists over the abdomen ; the legs are extended. The 
backs of the hands and feet show the wounds from the nails. Blood comes from 
these wounds, as also from the brow and the wound in the right side of the chest. 
A cruciform nimbus and long loin cloth are present. The head is inclined oyer 
the right shoulder, and from it hangs close black hair. There is not any beard. 

On the altar are chalice and corporal, two candles and an open book. The 
antependium is floriated, the step of the altar extends in the centre circularly 
outwards, the floor of the chapel is parqueted or chequered. From behind the 
Crucified and the back of the altar rises a cross. On the transverse limb hang 
the wreath, the lanthom and garment without seam. On our left hand is a 
ladder, on our right a reed with sponge and a lance. In the space between the 
ladder and the cross is a mocking head, three dice, &c. ; on the other side, below 
the garment, is a sudarium^ on which is the sacred head encircled by a cruciform 
nimbus. Other heads and instruments of the *' Passion** are delineated on the 
background. 

A black border line encloses the whole design. 

Colour has been resorted to. 

This print was formerly in the Weigel cabinet. 
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The following is extracted from the *' AnTange, etc.," vol. i. p. 197 — 
" All wood and metal work is of ochre-yellow colour, the garment* of the Lord 
grey, the hair of the head and beard dark brown. The glory of Jesus is madder 
red, as also are the vestments of the cardinal, the pieces of drapery connected with 
the busts and hands, and the decorations of the altar and tomb. The upper vest- 
ment of Bt* Gregory is of verdigris green, and also the ground, the fringe of the 
altar-cloth, and the rod. The impression appears to have been taken off with 
the rubber; the ink of impression is of a, brownish-black colour. Below the 
design is the following inscription in ten lines, the lines being separated fi*oin 
each other by transverse rules. (The inscription is damaged on the left hand 
side.) 

<< 0tt itttt i^UB fv^B er0c|)ein fssnt 6reoocien )u Eome in tier bur 

ie man nennet porta cruci0 uflftiem 9ftar i|)eni0afem» unli« 

on uhergec freune Hie er tia ton enp|)inoe tm oah ec alien Den» 

oepeuoeten 6n?t)en unti mit antiac|)t mix hic^tt unti rutoe. 0pre 

IPatrt no0ter unH enn 9t>e maria tor ti?f0er figur* af0o t>il ap 

atie al0 in tieroelhen klxtbm iau De0 i0t t>irc5et)entu0ent* 

. unti t>trc5i0 peb0ten ton ir icftcf^em 0ect)0 tar» unti 

te ton iefic|)em tirc^Us taee ap[a0 unD 0int luus 

0ecf)0 jar apfa0 unti tie oro05e cnata be0tett0 

*t0anctu0 €lemen0 : — 



The sharp nicked folds to be met with in all the draperies and the head-dress 
of Mary lead us to award our print to the third quarter of the fifteenth century. 
The text and the colouring, as also the technic, indicate Swabia as its place of 
production. On the lefl hand side the text and the figure of the cardinal who 
bears the tiara have been damaged. There is not any watermark present.'^ (Op. 
cit vol. i. p. 197-) 

[97 X 7i in.] [Coloured.] 

D. 82. 
THE MASS OF SAINT GREGORY. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

(Pope. + 604.) 

j N the left hand side of the print is placed obliquely the altar with an 
open tomb, from which issues the figure of Christ visible to the pelvis. 
Before the altar kneels St Gregory, his hands raised and joined in 
adoration as he gazes up at the apparition of our Lord. He bears 
nimbus, chasuble and tunic, and the tonsure. Behind him and to the right is the 
tonsured Deacon — his secretary John (?) — ^bearing his tiara. Our Lord has a 
cruciform nimbiis, long dark hair and beard. Part of the loin cloth is visible. 
The hands are crossed over the abdomen, the right hand resting on the nearer 
edge of the tomb, and showing the wound on its back. From between the arms 
and the body proceed a rod on our left hand, a scourge on the right hand side. 
Blood marks the body in various places. Above the nimbus of Christ runs the 
transverse limb of a tau cross, on which hangs the wreath of thorns on the left;. 
The spearhead leans against the right end of the cross. On the altar before the 
tomb arc a chalice, corporal, opeu book and candle. Above the nimbus of St. 
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Gregory rises the pillar with the rope of flagellation. Behind the attendant 
Deacon is the reed with the sponge. 

A black border line encloses the composition. 

The print has been coloured in various shades, chiefly of pale brown. There 
18 a little red on the body of our Lord and some green colour on the ground. 
The nimbi, cross, with reed and sponge are of a dirty yellow tint. A white 
ornament of foliage-like design on a black ground decorates the front and side of 
the altar. A bull's head watermark is present. 

[Si X 3j- in.] [Coloured.] 

D.83. 

THE MASS OF SAINT GREGORY.' 

SIXTEENTH CENTURY. 

GERMANY. 

{Pope, J^ 604.) 

^ HE altar is represented on the right hand side of the print running up 
obliquely towards the centre. The open ton^b, over the side of which 
hangs the grave cloth, is on the ground by the distant end of the altar. 
Before the altar kneels St. Gregory, with raised and joined bands, 
looking up at the figure of Christ. The Saint seems bald rather than tonsured. 
A nimbus is over hb head. He is draped in rich ecclesiastical vestments, the 
tunic falling in folds on the ground. Over the latter, where the Saint kneels, is 
spread a folded piece of drapery, on which, where it rests on the step of the altar, 
lies the tiara of the Saint, from beneath which extrude the ends of a stole. On 
the ornamental cross upon the back of the chasuble of the celebrant is represented 
the Crucified. Christ stands erect in a rather graceful though somewhat academic 
or artificial manner at the middle of the altar, close to its back edge. He seems 
to rest against the cross, which rises behind Him. The left foot is rather forward, 
the right lower extremity is bent at the knee. The arms are crossed at the wrists 
over the abdomen. A large loin cloth is present, one end of which passes through 
the thighs behind, and flutters to the right From between the arms and the body 
of our Lord proceed a scourge on the spectator's left, and a ix>d on his right 
hand side. A cruciform nimbus is over the head, and a large wreath of thorns 
encircles the brow. The head is inclined over the right shoulder, the counte- 
nance expressing a passive sorrow. Behind the cross are the lance and reed with 
sponge placed obliquely across each other. Behind these, on the right hand, is 
the ladder, and by its side a hammer and a sort of bucket. On the opposite side 
of Christ is a mocking head and two hands. These are included within what may 
be termed the upright back of the altar, which has an arched top, but is seen only 
in part. On the background, and directly facing the spectator, are five other heads 
and the sudarium, and also the thirty pieces of money, flagon, dice, flaming 
beacon, and other instruments of the " Passion." At the lefk limit of the design 
and from beside the tomb rises the column with the rope of flagellation. On the 
top of the capital of the first stands the cock, and as if crowing. On the altar 
itself are the vessels, &c. of the Blessed Sacrament, a closed book and two 
candles. The altar cloth has a harrow fringe; there is a richly ornamented ante- 
pendium with fringe also. The altar step at the side projects in the middle in a 

* On this subject, sec Cahicr, " Caractcristiques, etc." vol. ii. p. 553. 
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circular manner and corves at the angles. The ground is pavemented, the lines 
of the payement running up perspectively to a point of sight outside of the com- 
position. At the bottom of die cut at the left comer are the initials S. D. 

A black border line encloses the composition. 

Colour has been applied, but in shades of yellow only, with the exception of 
the stole, which has been tinted green. 

On the verso of the print are two colunms of Latin text in fine large Gothic 
typographic characters. 

This print was formerly in the possession of Mr. Ottley, and Nagler was con- 
versant of its existence, but had never seen it. He alludes to it— ^ Monogram- 
misten," vol. iv. p. 1 u8, No. 4022 — ^under the initials S D. Nagler, however, 
fell into a mistake in supposing this print to have been the work of an old German 
master of the middle of the fifteenth century. The design and technic belong to 
a period three-quarters of a century later. In the figure and engraving of Christ 
the influence of the School of Dtirer is surely apparent. 

[84. X 6iin.] [Coloured.] 

D. 84. 
THE MASS OF SAINT GREGORY. 

SIXTEENTH CENTURY. 

GERMANY. 

(Pope. 4t 604.) 

^ O the left are the altar and the tomb, from which rises the figure of 
Christ. On the first step of the altar kneels St. Gregory, with raised 
and joined hands, looking up at the appearance of our Lord. The 
Saint is tonsured. A Cardinal behind, and to the right of the cele- 
brant, bears the tiara of the latter. Christ has a cruciform nimbus, but the loin 
cloth is not visible. He extends both the arms, and opens the hands as if to show 
the wounds in them. Above the nimbus rises a cross. On the altar are a large 
chalice and open book. Not any instruments of the Passion are represented. 

A black border line encloses the design. The print has been coloured. It is 
unimportant in character. 

[3I X 2J in.] [Coloured.] 




D.85. 



SAINT JEROME. 

MIDDLE OF THE FIFTEENTH CENTURY. 

SWABIA. 

{One of the four Fathers of the Latin Church. Cardinal. •}« 420.) 

LARGE and fine example of its time. St. Jerome, a m^estic figure, 
stands erect, but with the head slightly inclined over the right shotddcr, 
as he looks down on the lion at his feet. He is habited in a cardinal's 
^ dress and hat, and bears a bordered nimbus. From beneath the hat 

descends the pluviale over the shoulders to the chest. The cloak is full, with 
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large folds, which fall upon the ground, concealing the feet. It is bordered and 
lined with ermine. The long green cords of the hat descend to the ground, and 
are partly hidden below beneath the red vestment ; the green cords have red 
tassels. St. Jerome bears a cross on the right arm, the lower end of its staff 
descending between the hind-l^s of the lion. The cross at the upper extremity 
is traversed at the point of decussation of the upright and transverse limbs bj two 
fine lines crossing each other also at the point mentioned, forming as it were a 
second cross with equal limbs placed obliquely over the chief one. St. Jerome 
supports both a book and the bat cords with the same hand as retains the staff of 
the cross in situ and some of the folds of bis dress. The right hand is extended 
through the hanging sleeve of the cloak downwards to the lion. The latter rises 
from the ground on his hind-legs towards St. Jerome, placing his right paw on the 
right leg of the Saint, and advancing his left paw to meet the right hand of the 
Saint, who appears to take from it a thorn. The lion is frill maned, throws the 
head upwards and backwards, and places his long tail between his legs. 

On the left hand side (to the spectator) of St. Jerome, and above the lion, runs 
an upright and bordered scroll, on which are the words, " ^nctU0. 0(tonpniO0 *' 
in Gothic characters. 

The foreground rises but to a short distance above the feet of St. Jerome. 

A double border line encloses the composition. 

The ink of impression is of a light brown colour ; both drawing and technic 
are firm and incisive. The drapery is large in character and well cast, though 
some of the folds are angular and hooked at the ends. The shadows are indicated 
with short parallel oblique lines placed somewhat far apart 

The print has been coloured. The Cardinal*s habit is of a deep red madder. 
The hat and rim are of a paler red, the lining being of a very fiunt hue, while the 
cords are green. The nimbus, cross and space between the border lines are 
yellow ; the lion is of an orange colour, deeper in tone over the mane and back. 
The ground, one border of the scroll, thorn and cover of the book are green ; the 
other border of the scroll is of a pale madder red. A layer of gummy varnish has 
been passed over the Cardinal*s habit. The print has suffered some damage, and 
has been lined. 

[l6| X lOfin.] [Coloured.] 

D. 86. 
SAINT JEROME. 

MIDDLE OP THE FIFTEENTH CENTURY. 

SWABIA. 

(One of the Fathers of the Latin Church. Cardinal. •}• 420.) 

(No. 87, Wbigel.) 

|T. JEROIVIE is represented seated in the middle of the design with his 
back to a reading-desk, which is on our right hand side of the print. 
He is seen in full face, but in action is directed towards our left, on 
which side is placed the lion. St. Jerome wears a cardinal's hat, 
from below which descends the pluviale. A bordered nimbus is over his head. 
The ends of the cords of the hat hang over the edge of the mantle in front of the 
chest. The deep red mantle falls in folds upon the ground, concealing the feet. 
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Below is exposed a small part of the tanic. The Saint looks down at the lion, 
seated on his haunches on the left upon the lar^e flat base of a step to the desk. 
He raises the lefl paw to the right knee of the Saint, who extracts the thorn from 
it with an instrument having a handle like a tan cross. St. Jerome touches the 
lion^s left paw with the index finger of his left hand. The lion allows his ri^ht 
paw to hang extended in the air. He looks attentively up at the Saint as the 
latter relieves him of his trouble. The animal is somewhat heraldic in character, 
fiill-maned and long-tailed, the tail lying along the edge of the dais of the desk. 
In the countenance of the animal there is a kind of humanity nevertheless. 

On the desk behind St. Jerome is an open book, behind which rises a little church 
or tabernacle, the door of which is half open. At the side is a large round arched 
window. At the side of the desk itself are little doors with large hinges, one of 
the doors being slightly open. The front of the desk is carved in a Gothic 
decorative manner. On the left hand side, behind the lion and St. Jerome, rises a 
kind of round arched cloister, the roof of which touches with its pinnacles the top 
border line of the cut, while one of the supporting columns descends to the plat- 
form of the desk. 

The print has been coloured. The colour is bright madder carmine, with 
green and yellow employed in broad masses. The ink of impression is black, and 
the print has been worked off with the press. 

The principal figure is well posed and fairly delineated; the fijlds of the 
drapery are soft, ftdl and well cast, and the technic is clear and determinate. 

This example is well preserved, clean and fresh. The paper is white and 
strong ; the watermark is a Gothic )P. 

[lOj^ X 7i-in.] [Coloured.] 

D. 87. 
SAINT JEROME. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

SWABIA. 

(One of the four Fathers of the Latin Church. Cardinal. ^ 420.) 
(No. 187, AVeigel.) 

DOUBLE action is represented in this example. St. Jerome, as 
Cardinal, relieves the lion of his trouble, and he performs penance at 
the foot of the cross. 

In front to our right sits the Saint habited in a cardinal^s dress and 

hat. A nimbus is present. The body is inclined forwards and downwards, the 
head leaning slightly over the right shoulder as the Saint attends to the lion at his 
feet. The latter sits to the left before the Cardinal, looking up at him as if thank- 
ful, though anxious, as St Jerome draws the thorn from the lion's right paw. 
This paw rests on the knees of the Cardinal, the left paw being placed on tb^ 
Cardinal's dress. The lion throws back his head, opens his mouth, and holds the 
tail, curled, yet erect over his back. By the right side of St. Jerome, and above 
the lion, is a desk, on which lies an open book. Above the latter lies a pince- 
nez, and below it a book -weight or marker.^ Behind the Saint, and towards our 




* Antea, p. no, B. 29. 
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right hand, is a chapel or cloister, with a small cupola on the roof surmounted by 
a little cross. Three Gothic arches and columns are at the side, and a round arched 
doorway at the front of this building. 

To the left of the building is represented the second, or penitential action. 
The Saint kneels on a rocky eminence, tears open his tunic at the breast with 
the lefl hand, whDe with the right hand he is about to strike his naked chest with 
a stone which he holds in it. Blood flows from the chest already injured. A 
nimbus is over the penitent's head ; his feet are bare ; close to the latter lies a 
cardinal^s hat, and on the other side crouches a lion. From the rock between 
the lion and the chapel rises a Cross with the Crucified, from whose wounds stream 
blood. St. Jerome gazes up at our Lord as he performs his penance. On the 
eminence at the background behind the Saint is a small chapel with belfry, to 
which leads a winding-path from below. Behind the Cross on the line of the 
background are the towers of several buildings. This cut was formerly in the 
Weigel collection. 

" The. drawing," remarks Weigel, " is firm and sure, the expression in the 
countenance of the Saint is full of character ; the drapery is natural, and the dis- 
position of it — particularly of the thick material of the upper vestment — well 
managed. The folds are hatched. Perspective is wanting, and the rocks are 
represented with a rough mannerism, but with the shadows hatched. 

" The technic is clear and sharp ; the ink of impression is a black water colour. 

'* The system of colour adopted is that of the * briefmaler * and of the schools 
of Augsburg or Ulm. The upper vestment and hat of St. Jerome are of a bright 
madder red ; the under garment, the shadows of the rocks and the building are of 
a nut-brown colour of various degrees of shade ; the grassy banks, pavemented 
ground, church roof, are of verdigris green ; cupola, church columns, cross, nimbi, 
desk, and lion are yellow. The sky is shaded from above downwards with washes 
of brown colour. The paper has the texture of Swabian paper which has been 
pressed with felt The print was formerly fixed within the cover of a book printed 
in 1480, and, judging from the form and hatchings of the draperies and from the 
biiildings and rocks, itself might belong to that time. 

" A broad black border line encloses the composition. A watermark is not 
evident" (Op. cit. vol. i. p. 294.) 

[lOir X 7|-in.] [Coloured.] 

D. 88. 
THE PENITENCE OF SAINT JEROME. 

MIDDLE OF THE FIFTEENTH CENTURY. 

SWABIA. 

(One of the four Fathers of the Latin Church, Cardinal, ^ 420.) 

(No. 93, Weigel.) 

KT. JEROME is here represented as penitent. He kneels in the fore- 
\ ground of a rocky and hilly landscape, looking towards Christ on the 
Cross, who occupies the upper right hand portion of the background. 
The Saint is clad in a short tunic open over the chest. The legs and 
forearms are bare ; a bordered nimbus, with rayed disc, is present ; the hair of the 
head and the beard are black and dense. The penitent raises both arms. In his 
right hand he grasps a stone wherewith to strike his chest ; with the fingers of the 
lefl hand he points towards the Crucified. By the knees of St. Jerome, and in the 
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lower right hand comer of the print, sits a lion, who gazes up at him with open 
mouth and raised right paw. The lion is fidl-maned, and curres up his tafl 
parallel to the line of his back, recurving the tip of it. On the other side of the 
penitent lie on the ground a cardinal's hat and a book, one above the other ; the 
cord and tassels of the hat touch the lower border line of the cut. On our right 
rises the Cross from a mass of clouds. Our Lord is dead ; the head droops over 
the right shoulder; a wreath of thorns is around the brow. The hair of the head 
is black and long. One end of the loin cloth projects and falls over on Christ's 
right side. On the summit of the hilly background are buildings and trees. Lnme- 
diately above the nimbus of St. Jerome is a tree, towards which runs a doe looking* 
back, as if at the figure of our Lord. There is much foliage scattered about the 
landscape, and trees of different characters are represented. Crevices in the 
rocky parts and tree-stumps elsewhere characterize the scenery. 

The drawing appears coarse from its thick Ih^es ; the perspective is deficient, 
and (he colouring not over-careful. The colour is madder red in the drapery, 
border of the nimbus, book cover, roofs of the houses, and certain parts of the 
ground. The trees and hills are green ; the doe and lion, cross, &c. are of a light 
brown colour. 

A black border line encloses the composition. 

There is not any watermark present. 

fioj X 7 in.] [Coloured.] 



D. 89. 
THE PENITENCE OF SAINT JEROME. 

THIRD QUARTER OF THE FIETEENTH CENTURY- 
GERMANY. 

\ N the foreground of a rocky, hilly landscape kneels St. Jerome, a little 
on our right. In action he is directed towards the lefl, where, in the 
background, on a rocky ledge, is the Cross with the Crucified. Over 
the head of the Saint, which is tonsured, is a bordered nimbus. With 
the lefl hand St. Jerome pulls aside the garment from his chest, which he has 
just struck with a large stone held in his right hand. The marks of wounds are 
on the chest. The tunic of the penitent has large loose sleeves, and is girded at 
the waist. The feet are bare. To the lefl is the lion — a most strange-looking 
animal — crouching below. Between him and the penitent*s knees lies a cardinal^s 
hat. Above the latter is a large closed book, on the cover of which lies a scourge. 
Above the book are some rocky ledges, on the uppermost of which is the Cross 
with the Crucified. A row of trees and some rocks limit the landscape background 
behind St. Jerome. Above these is a scroll, on which is inscribed in Gothic cha- 
racters — 

*^ i&ancte 3[tromme ora p nobie/' 

Between St. Jerome and the right hand inner border line of the print runs a 
long waved scroll downwards to the angle at the lower right hand border line. 
The convoluted upper end of the scroll appears to issue from the penitent^s left 
car. On this scroll are the words — 

** ftine conuHOt Mne bibo, 0ine aqua (?) afiuD fam 0p t>iT)ebtt in ifia im teribile 
I aucibu0 inei0 f0onate 0uc6ite mortui benite an junicium/' 




Digitized by 



Google 



THE PENITENOE OF SAINT JEROME. 273 

Below the pictorial design in a margin l|- inches wide are four lines of con* 
tracted xjlographic text in sharp GU)thic characters. 

A double border line encloses the whole, the outer border line being much 
broader than the inner one. 

The print has been coloured* The nimbi, cross, lion and foreground are 
yellow, the hills and foliage are green, and the rocks of a light brown madder. 
The stone which St. Jerome holds in his right hand is strongly indicated ; the 
tunic is left nearly plain or the ground of the paper, except in a few shadow places. 
The space between the border lines has been tinted of a yellow colour. 

The inscription in black letter below is on a pale yellow ground ; it has been 
torn away at tiie left hand lower comer. 

[7f X Si in.] [Coloured.] 



D. 90. 
SAINT JEROME. 

LATTER PART OP THE FIFTEENTH CENTURY. 

GERMANY. 

DOUBLE action is here represented — St. Jerome as Cardinal relieving 
the lion, and St. Jerome as penitent in self-mortification before the 
Cross. 

St. Jerome, in cardinal*s hat and cloak, sits with the back to a 
desk on the right of the composition. A nimbus is over his head ; his feet are 
hidden by the folds of the drapery. Before him is a lion with the right paw 
resting on the knee of the Saint, and the left raised towards the right hand of the 
Cardinal, who appears as if about to extract the thorn. The lion opens his mouth, 
looks up at the Cardinal, and places his tail between his legs. On the desk behind 
St. Jerome is an open book, and before him runs up a stony pathway to the 
middle distance of the composition. A little above on a hill towards the left hand 
is the Cross, on which is the Crucified. Before it kneels St. Jerome with nimbus 
and large mantle. The latter is open over the chest, which the Saint has struck 
with a stone he holds in the left hand. The right hand is extended and slightly 
raised towards the Cross. Behind the penitent at his feet is the lion — a very 
strange animal. Before him lies the Cardinal* s hat. In' the background above 
the Cardinal and the desk are some rocks in the background. 

The print has been coloured. The draperies and rocks are of brown madder, 
the nimbi, cross, desk and pathway are yellow, the hills and foreground are green. 
The close-fitting sleeves below the Cardinal^s mantle have been shaded bright 
blue. 

A border line encloses the composition. 

[5f X 3i- in.] [Coloured.] 
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D. 91. 
SAINT HUBERT. 

MIDDLE OP THE FIFTEENTH CENTURY. 

SCHOOL OF BURGUNDY (?). 

(^Bishop, + 727.) 

^HIS carious and interesting print attracted the attention of Dr. Waagen, 
who thns remarks concerning it — 

'' The well-known subject of Saint Hubert kneeling before the stag 
with a crucifix between its horns in here represented with a few pecu- 
liarities new to me. On the right of the kneeling Saint, and next to the stag 
opposite him, only the foremost half of which is seen, is a boy kneeling, of monkey- 
like face. In front of the Saint is a dog kneeling with his fore legs, while the hind 
legs still express the act of running. Further behind and only partially seen are 
two other dogs, the foremost of the two also kneeling. Quite on the right [spec- 
tator's left hand] and in the middle distance is the horse turning his head round. 
An angel is seen descending with a stole painted of a crimson colour. The other 
portions also, with the exception of the flesh, are almost all illuminated. Along 
the upper border, in a Grothic minuscule letter difficult to read, is the following 
inscription — 

** * Sanctus Hupertus zu atre (?) in lotringen.' 

'^ Hanging by threads to this inscription are two slightly indicated coats-of- 
arms. Drawing and motives are good, and the treatment very simple ; for, besides 
the tolerably delicate outlines, there is only a very modest indication of shadows. 
The printing ink is powerful. Judging from all circumstances the work can hardly 
be much later than 1440.** Q* Supplement to Art Treasures in Great Britain,*^ 
vol. iv. p. 48.) 

Notwithstanding the inscription being in German, we are inclined to believe 
that the author of this design was of French or Flemish origin, or belonged t^ the 
Burgundian school of Art. The actions and attitudes of both animals and figures, 
and the style of the drawing, lead us to this conclusion. 

The design appears to us also to have been drawn with a fine reed pen on the 
original block, and the engraver to have imitated in the technic the work peculiar 
to pen-and-ink sketching. The colour seems to have been laid on, in parts at 
least, with stencils. 

For the traditions connected with St. Hubert, Mrs. Jameson*s *' Sacred and 
Legendary Art " (ed. 1850, p. 431) may be consulted. 

[7t X 5fin.] [Coloured.] 
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D. 92. 
SAINT PETER MARTYR. 

THIRD QUARTER OF THE FIFTEENTH CENTURY. 

SWABIA. 

(Dammicanj Inquintory Martyr. •!• * 252.) 

(No. 162, Wbigsl.) 

|T. peter martyr stands erect, in action turned towards our 
right. The tonsured head is cloven by a short strong sword, the 
stroke of which has been directed from behind. Over the head is a 
nimbus. The Saint is in the habit of the Dominican Order, and holds 
a palm branch upright in the left hand. In the right hand is a closed book,'' and 
some folds of the drapery. The pointed feet protrude a short distance beyond the 
white cassock. The foreground does not rise much above the ankles. The back- 
ground is plain. 

The drapery is well cast, the drawing good and remarkably firm and decided. 
The print has been coloured. It was once in the possession of T. O. Weigel, who 
remarks in connection with it — 

'* The Saint stands on a green bank, the background is ochre-yellow, the 
margin of the print— cut away to a narrow line, above and below — consists of a red- 
brown stripe three lines broad— originally madder red — within two lines. The 
drawing is correct, but somewhat angular and hard, the lines are strong and 
powerful The ink of impression is a greyish-black water-colour ; the rubber 
has been employed. The colouring has been tolerably careful. The mantle is 
greyish-black, the hair and book nut-brown in colour ; the palm and bank are of 
verdigris green. The &ce is of a pale cinnabar red. Background, glory and 
sword-handle are ochre-yellow, the sword-blade and under garment are white. 
The folds of the drapery shaded with hatched lines, and the sword, which is like 
that of the figure of St Peter Martyr on the genealogical tree of the Dominicans 
of the year 1473 (No. 187), speak for the end of the third quarter of the 15th 
century. The technic and colour point to the Swabian school. The paper is 
destitute of watermark, and simulates in its texture the Swabian paper pressed 
with felt." (Op. cit. vol L p. 250.) 

[7 X 4{ in.] [Coloured.] 

D. 93, I, and 93, 2. 
SAINT SEBASTIAN. 

(ORIGINAL, LAST QUARTER OF THE FIFTEENTH CENTURY.) 

SWABIA (?). 

(Martyr. 4< 287.) 

HESE examples appear to be copies of an old woodcut of the martyr- 
dom of St. Sebastian described by Weigel in the *' Anfange, etc.*" vol. L 
p. 275, n. 179. The present writer has an impression of the same 
original. 
St. Sebastian — a beardless, slim young man — with a bordered nimbus, and 
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undraped, with the exception of having an extremely narrow loin cloth, stands 
bound to a tree in the centre of the design. He is directed in action towards the 
right of the spectator, but the head is inclined over the Saint*8 right shoulder. The 
hair is parted in the middle and falls over the shoulders. The left arm is bent 
above the head and secured to the tree-stem by a cord at the wrist. The right 
arm is dependent, and bound below the elbow to the tree by a double cord. The 
right leg is advanced and free, the left is drawn back to the tree-stem, to which it 
is secured with a double cord. An arrow pierces the left arm, the left axilla, the 
median line of the abdomen, the right thigh above the knee, and the right arm 
halfway between the shoulder and elbow joints. The Saint looks down at a man 
in a turban, seated on the ground at his right side, who appears to be preparing a 
crossbow or small catapult, wherewith to injure him. Behind and to the left of 
this man are two erect figures ; the nearer one is bearded, wears a sort of Fhrygidn 
cap, and places the right hand within the fold of his cloak, while he points with the 
index finger of the left hand at St. Sebastian and turns to the spectator. The other 
man is bareheaded and is discharging a crossbow at the Saint before him. On the 
other side of the martyr are also two men. The nearer one, in a close-fitting cap, 
short jacket, and hose, is about discharging an arrow from a bow he is bending. 
The person behind him looks on, he is bearded and wears a flat cap. The pufied 
sleeves at the shoulders of the jacket of the man with the bow and arrow, and 
the black, long-pointed shoes of all the draped figures are noteworthy. At the 
top of the print between St. Sebastian and the man with the bow and arrow is a 
tatt, the transverse limb of which abuts on the upper border line of the print. 

Below this pictorial representation are eleven lines of German text — xylogra- 
pbic in the original — in Gothic characters. The text is as follows — 

*^ ^ tiu 0alicec ftebaotian toie 0x000 i0t tiein glaub IBix ftic micf) tieinen tiienem 
tSitifstm |)enn l^tn %W XiM ici) t>or Dem iibel \it0 0eiire^fn0 tier ptedlmc^ htpun 
bieme IBitt ftir un0 tiu i^al'licei 6eba0tian Da0 biii tier slitbtie un0ei0 i^erren txnthi^ 
totthtn* 

** dllfma^tioer ttni^n oot tier tiurcf) tia0 t>etDieni unti cebett tie0 i^iUox mac' 
ttei0 0ant fteba0tian0 tor Dem ofmaine 0ebre0ten Her pe0ti[enc5 H? men0cS>e cdi&tii* 
cficfjen be|)iietent bi0t* Olertil^e all tie tiie bitten otier tii0 cebet bet in traoen otter 
antiac|)ti0ftlic^e 0pre^, in tie0 tiie aMW bor ti7 0ebre0t? bef^uet torttien unH 
tiurcl) setruen tie00elben |)a?iioen un0 bor alter betruebn?00 un en60tett leEb0 tint) tier 
azU erletiie^t toertien Slmen/' 

A narrow black border line encloses the whole. 

These copies are uncoloured. They have not been executed by one and the 
same process. We suspect D. 93, l , is the result of a photo-lithographic or analo- 
gous procedure, while D. 93, 2, is perhaps from a metal plate engraved in relief, 

Weigel, describing his coloured impressions ofthe original woodcut, remarks — 
" We possess a recent uncoloured impression of this print, the wood block must, 
therefore, be still in existence." " The dialect on our print is Swabian ; we must 
consequently assign its origin to Swabia. The colour speaks most for Freising and 
Bavaria. In the collection of engravings at Munich is a woodcut which accu- 
rately represents the figures of our woodcut, and in a like grouping. The text 
is essentially the same, but deviates from it in some forms, e.g. diener for dieneniy 
gebrechen for des gebrechensy Bit for Bitty hailigen martterers for hayligen mear^ 
trers ; gemenien gebrechen for gemainen gebresten ; gnadiglich behuten vist for gnS- 
dicklicken behiietent bist. From this it would appear that the Munich piece is a 
copy of our print, and is consequently of later origin. Alike text is on the " St. 
Stephanus,'* with the date of 1437> from the convent of St. Blasius, and now in 
the Imperial collection of engravings at Vienna." (Op. cit. vol. i. p. 277.) 

The figure of the tau ^j- in this print was the source of a strange miscon- 
ception on the part of not less a person than the recent editor of Nagler's " Mono- 
grammisten." Under letter T, vol. v. p. 95, No. 459, the tau is described as the 
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letter T, the mark of a Master T. of the fifteenth century. The fact is, the mark 
in question is not intended for a letter at all, but as the symbol or sign of the tau 
Cross, which we have been already told on D. 47 (antea, p. 234) — 

" Das got der herr Moysi in der wiiste gab das das volck nit sturb an der 
pestilentz,*' &c. 

This tau symbol is very commonly met with in connection with St. Anthony. 
It figures on his cloak, or he holds a staff with a tau-shaped top in his hand, or it 
is in some other manner associated with his person. Now St. Anthony was one of 
the intercessory saints, and his aid and protection against a pestilence and par- 
ticularly against erysipelas or " St. Anthony's Fire," and dry gangrene produced 
by using cereals affected with ergot, were greatly sought after by prayer and respect 
paid to his effigy. Hence the sign against a pestilence that " God the Lord gave 
to Moses in the Wilderness," was so commonly an attribute of St. Anthony. 

From St. Anthony it was passed on to St. Sebastian, who in the fifteenth 
century was the other chief intercessory and popular Saint against a pestilence. 
Here in the print before us (D. 93) we have a representation of the martyrdom of 
the Saint, and below pious ejaculations for his aid and intercession against pestilence. 
Above is the sign of the tau of the wilderness, symbolizing the special efficacy 
of the martyr's power, as it does in the case of St. Anthony. 

If reference be made to D. 75 (antea, p. 259), representations of these two 
great helps against pestilence may be seen presented on one and the same sheet, 
St. Anthony alone, however, bearing a tau. 

Such is our opinion as to the meaning intended to be conveyed by the asso- 
ciation of a tau with St. Anthony and St. Sebastian, at any rate during the four- 
teenth and fifteenth centuries. An authority for whom we have respect has 
taken a somewhat different view, however, of the meaning of that symbol in rela- 
tion to St. Anthony as depicted at any earlier period. 

" In the Greek pictures," writes Mrs. Jameson, " and in the schools of art 
particularly influenced by Greek traditions, the figures of Anthony, besides the 
monkish garb, bear the letter T on the left shoulder or on the cope ; it is always 
blue. In Revelations xiv. i. the elect who are redeemed from the earth bear tlie 
name of God the Father written on their foreheads. The first letter of the Greek 
word Theosy God, is T, and Anthony and his monks are represented bearing the 
T. .... * For these are they which follow the Lamb whithersoever he goeth.' 
... . ' These were redeemed from among men, and in their mouth was found no 
guile, for they are without fault before the throne of God.' 

" In a specimen of painted glass (ftt)m St. Denis) a man in a turban or crown 
marks another with the tau on the forehead, and over the whole in Gothic letters 
is inscribed — 

' i&l0mim tSau.' " 

("Sacred and Legendary Art," p. 441.) 

The following extract is frt)m Weigel, '^AnfUnge, etc.** vol. i. p. 112, 
No. 64— 

'* In connection with our print of St Anthony three objects may be remained 
which are more or less enigmatic in meaning, and have been variously explained 
therefore. These are the Cross in form of a T ; the little bellj and the pig. As 
r^ards the Cross, which under this form has been termed the * Antonius Cross,* 
and also the * Egyptian Cross,* and is borne by Anthony on his staff, and on the 
left shoulder, a satisfactory interpretation is — as far as we know — wanting." 

** Some find in the T the beginning of the word Theos (0£oc), written with Latin 
characters, which Anthony bore on his cloak, as did the elect of the Apocalypse, 
xiv. L*' I 

The subject of the tau is a wide one unquestionably, and if we did not here 
check ourselves we might be found involved at last with the crux ansata of the 
Egyptian monuments and with the symbols of Phallic worship. 
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In relation to the attributes of St. Anthony, reference may be made to Cahier*B 
" Caract^ristiqnes, etc" vol. i. p. 132. 

Some remarks by the author on the meaning of the tau in connection witJi 
SS. Anthony and Sebastian may be found in the ''Atheneum/* No. 2570, 
January 27, 1877. 

[lOJ X 7^ in.] [Uncoloured.] 

D.94. 

SAINT WOLFGANG. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

{Bishop. + 994.) 

^o. 1 28, Wbigxl.) 

|T. WOLFGANG stands erect, but slightly directed in fu^tion towards 
our left hand. He is mitred, a nimbus encircles the h^ul. He bears 
on his right hand the model of a church with two towers, and holds 
erect with the left hand a hatchet of a form common during the latter 
part of the fifteenth century. 

St. Wol%ang is habited in casula, tunic and alb, the alb trailing slightly on 
the ground, llie entire figure makes a rather elegant whole, detracted from 
but by the model of the church. The foreground rises just above the ankles of 
the Saint. A broad border line encloses the design. The impression has been 
worked off in light brown water-colour, probably with the rubber. 

The print has been coloured. The chasuble is of madder red, the tunic is 
brown, the alb and nimbus are yellow in colour. The foreground and roof of the 
church are green, the walls and towers of the latter pale red madder. The green 
colour here employed— •particularly as it appears in the mitre — seems more like 
emerald green or arsenite of copper than acetate of copper or verdigris. .We 
would apply the same remark to the green colour of several other old cuts which 
have been supposed to have been coloured with the acetate of copper. '* The sky is 
slightly tinted with a pale brown colour, as it is in the illustrations to works printed 
by Zeiner ; the technic in its general character agrees with the work of the school 
of Upper Germany. The church is like the cathedral church of Munich. The 
towers on our print have exactly the bulbous tops of the Church of Our Ladye at 
Munich. 

The folds of the drapery, the hatchings of the folds and the form of the trailing 
alb, point to the third quarter of the fifteenth century. Passavant, *^ Peintre- 
Graveur,** t. i. p. 24, allots the print to about the middle of the fifteenth century ; 
a watermark is not observable. (Weigel, loco, vol. i. p. 2 1 3.) 

[Si X 2 j- in.] [Coloured.] 
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D. 95. 
SAINT BARBARA. 

[IDDLEOP THE FIFTEENTH CENTURY. 

ULM. 

(Martyr. •{• 306.) 

(No. 88, Wbigbl.) 

||T. BARBARA stands erect, directed in action towards the spectator's 
right hand. Both crown and nimbus are over the head, the fair hair of 
the latter descending below the waist. In St. Barbara's left hand is a 
circular tower with conical roof, within which is the symbol of the 
Blessed Sacrament. With her right hand the Saint supports some folds of her 
mantle, which is open slightly in front above and below, exposing the tunic. The 
latter descends to the ground and inner border line of the print, and conceals the 
feet. On our right hand, by the side of the Saint and below the tower, a palm 
branch springs up from the ground. The latter rises to a short distance above 
the ankles. A border line encloses this design, which measures 5 j- by 3| inches. 
Beyond is a plain margin of unequal size, above, below and laterally. An orna- 
mental framework, nearly an inch wide, with a narrow border, surrounds the 
whole. The ornamentation of the framework in which the design is set consists 
of large arabesque floriation, or of acanthus leaves, the leaves being entwined around 
a central bar or rod. 

The print has been coloured. The mantle of St. Barbara, the ornaments of 
the crown, the shadow side of the tower and alternate leaves of the frame are of 
crimson madder ; the nimbus, gold framework of the crown, hair and centaral bar 
of the outer frame are yellow in colour ; the palm branch, ground and alternate 
leaves of the outer frame are green. The tunic of the Saint and the ground of 
the ornamental border are of a deep grey colour. 

The pose of the figure is good« and ike cast of the drapery c<»nmendable ; but 
the features are too large in proportion, and the right arm and hand are too smalL 
Some defect of the block or of the impression has influenced the appearance of the 
left hand and base of the tower. 

Part of a watermark — probably of the bull's head, with stalks and nodules — 
may be observed near the right shoulder of the Saint 

[71- X Si in.] [Coloured.] 
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D. 96. 
SAINT BRIDGET OF SWEDEN. 

FIRST PORTION OP THE SIXTEENTH CENTURY. 

NETHERLANDS. 

(Foundress of the Order of BrigUtines, •!" 1373.) 

(No. 226, Wbigbl.) 

\T. BRIDGET is seated at a desk writing her " ReTclations," which 
appear to be dictated by an angel standing behind her left shoulder, 
on which he places his hands. Over the Saint*s head is a bordered 
nimbus with rayed disc, and on it also a plain arched crown. 

She is clad in wimple and veil, monastic habit and tunic. As she sits at the 
desk she is turned towards our left, where, on the desk before her, is aa open 
book, on which lies a length of parchment roll. On this roll St. Bridget is writing 
as the angel dictates to her. Behind and over the figures at the desk rises a simple 
canopy, below the roof of which is the symbol of the Holy Spirit surrounded with 
a glory. On the left of the canopy is God the Father, supporting before Him the 
figure of God the Son. A bordered nimbus is over the head of the former, a 
radiant glory over that of the latter. God the Father has on his head a tiara-like 
crown. On the opposite side is the Virgin, holding on her right arm her Divine 
Son. A crown and bordered nimbus are on her head ; a cruciform nimbus is over 
the head of Christ. 

The small figures on each side of the canopy rest their feet on clouds of 
conventional form. Below the Virgin and Child, and between the angel and right 
border line, is a pilgrim*8 staff, having at the upper end a pilgrim's hat and wallet ; 
below a crown, beneath which is a shield, bearing the Lion of Sweden. On a scroll 
above the desk are the words, ^^ |Hiut ♦ Utr ♦ fiOuHe*** in small Gk)thic characters. 

At the lower part of the print is a margin nearly half an inch wide, having at 
the middle a shield — party per pale, three six-rayed stars, dexter and sinister. 
This shield divides two lines of inscription, which are contained within the margin. 
The words of the upper line are ♦* ft bircitta ♦ prince00e ♦ tSW ♦ vfit ♦ neriria/' On 
the lower line are the words, in larger characters, '^;f9iana ** '^ 0tetre **, each word 
having a large six-rayed star before and aft;er it. A double border line encloses 
the composition. 

The inner border line is arched at the top ; the outer line is continued beyond 
the flattened arch so as to form, in connection with the whole, a square border line. 
Within the angles at the upper part are trefoil ornaments, like those in the arches 
of the Latin e^ion of the " Biblia Pauperium." 

This example formed part of the Weigel collection. Weigel remarks that — 

'* It is very neatly drawn and very careftdly shaded, even the ground behind 
the head of St. Bridget and below the scroll is deepened with transverse lines, in 
order to relieve these portions of the design. But the drawing is in places almost 
firivolous, for the clouds on which God the Father and Virgin stand terminate in 
pointed ends, which are not unlike flames of fire. The technic is sharp, and the 
impression has been well worked off" in a black colour. The colour is tiux)ughout 
pale, and but of partial application. The mantles of GU)d the Father and of St. 
Bridget are pale red ; the mantle of Mary is cinnabar red, as are also the hat, the 
pilgrim*s wallet, and the pavement on the left hand. The glory of God the Father, 
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of Mary, of the border of that of St. Bridget, of the golden bands and knobs on 
the head cloth, the radiant glory of the Holj Ghost, the hair of the angel, the 
ifmtmg-desk, the crown and the lion on the shield, the stars, the ground of the 
margins of inscriptions are of pale ochre colour ; the clouds and the disc of the 
nimbus of St. Bridget, the shield of Sweden, and the bar on the shield between 
* Maria sterre * are pale blue. 

'' This faint style of colour is in striking contrast to that common to the schools 
of Upper Germany, even in Bavaria and Mansee. The anomalous form of the 
clouds, and in particular the rays around the head of Christ in place of a nimbus, 
as also the radiant ground on which the Holy Spirit appears, indicate a late period 
of production. On the other hand, the form of both the shields — which with quite 
straight sides have below a circular form in section — ^wams us not to place that 
period too near us. 

'^ We think we shall not be far from the truth if we ascribe the print to the last 
quarter of the fifteenth century. The inscription shows that we have before us a 
production of the Netherlands.** 

There is not any watermark present. 

m X 3 in.] [Coloured.] 



D.97. 

SAINT CATHERINE OF ALEXANDRIA. 

MIDDLE OF THE FIFTEENTH CENTURY. 

ULM(?). 

(Martyr. + 307.) 

(No. 8 8, Wbigbl.) 

^T. CATHERINE stands facing the spectator, with the head slightly 
inclined over the right shoulder, and looking down. Over the head 
are a crown and nimbus ; the long fair hair descends almost to the 
knees. St. Catherine is clad in mantle and tunic, the first being open 
over the chest and near the bottom, exposing the under garment, which is girded 
at the waist. She rests the right hand on the top of a wheel, above which rises the 
handle of a long straight double-edged sword, the point of which rests upon the 
ground. With the left hand the Saint supports some folds of her drapery. The 
feet are not yisible. 

This design is enclosed within a border line, and measures Si inches in height 
by 3|- inches in width. Beyond is a plain margin of unequal size, aboye, below and 
laterally. An ornamental frame, nearly an inch wide, with a narrow border, sur- 
rounds the whole. The ornamentation of the framework, in which the pictorial 
design has been set, consists of acanthus leaf arabesque-like enfloriation, the leaves 
being twined round a central rod or bar. 

The print has been colotired. The mantle of St. Catherine, the ornaments of 
the crown, and alternate leaves of the frame are of crimson madder ; the nimbus, 
gold firamework of the crown, hair, wheel, and sword are yellow, as is also the 
central bar or rod of the firame. The ground and alternate leaves of the outer 
firamfe are of a green colour. The tunic of tiie Saint and the ground of the orna- 
mental border are of a deep grey. 




Digitized by 



Google 



282 WOODCUTS. 

This cut evident^ was produced by the author of the St. Barbara prerioualj 
[I>- 95] noticed. 

It may be observed that the central design of each print was placed in tlie 
aame ornamental framework while impressions of it were taken. 

This was not an unfrequent practice with some early wood engrayers, irbo 
used a common frame or border to several cuts when the latter happened to fit 
jt. On this custom, as abo on that of enclosing woodcuts withm frames or bor- 
ders engraved in relief on metal, reference may be made to Weigel's *' Anfange, 
etc" voL i. pp. 123, 149. 

m X si in.] [ColourecL] 



D. 98. 
SAINT CATHERINE OF ALEXANDRIA. 

BEGINNING OF THE SIXTEENTH CENTURY. 

GERMANY. 

(Martyr. + 307.) 

j|T. CATHERINE stands directed in action towards the spectator's 
right. Both crown and nimbns are present. The hair of the head is 
long and wavy, falling to the elbows. With her left hand St. 
Catherine holds erect a long double-edged sword, below which, rest- 
ing on the ground, is an entire wheel. She is clad in mantle and tunic, Uie fMs 
of the first being gracefully disposed. The head is too large in proportion to the 
body. A rather broad black border line encloses the design. 

This little cut has been coloured. The tunic is here madder red, while the 
mantle is grey, a system of colouring contrary to that generally followed. The 
nimbus, crown, hab, sword and wheel are of a yellow colour. The ground is 
green. 

ISl X 2 J- in.] [Coloured. J 




D. 99. 



SAINT CATHERINE OF ALEXANDRIA, 

BEGINNING OP THE SIXTEENTH CENTURY. 

GERMANY. 

(Martyr. + 307.) 

KT. CATHERINE stands directed towards the right. She is draped in 
mantle and tunic. A crown and nimbus are over the head, the hair 
of the latter falling to the elbows. With the left hand St. Cayenne 
^^PP®'^ ^"^ entire wheel ; with the right she holds a straight sword, 
the middle of which rests on her right shoulder. A border line encloses the design, 
which has been coloured. The mantle is of madder red ; the nimbus, crown, 
hair and wheel are yellow ; the ground green in colour. An unimportant piece. 

[l| X i^in.] [Coloured.] 
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D. 100. 

THE ASSUMPTION OF SAINT MARY 

OF EGYPT. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

NETHERLANDS (?). 

(No. 125, Wbigbl.) 

It. MARY, who occupies the middle and entire length of the compo- 
sition, is being raised to heaven by three angels at her knees and feet, 
and an angel at each shoulder. Mary inclines her head oyer the left 
shoulder, looks humbly downwards, and raises her joined hands oyer 
the chest. She bears a bordered nimbus. The hair is bound as a fillet around 
the brow, and then falls in long twisted curls to below the hips. She is dad in a 
long mantle graceflilly disposed, and slightly open oyer the chest and below, where 
it allows the hairy tunic beneath to be observed. The naked feet protrude from 
beneath this tunic, seeming to rest on th^ body of the lowermost angel, who is 
assisting Mary in her apotheosis. 

The five ministering angels are all clothed in long loose robes girded around 
the waist. Over the chest and from the waist cross and flutter long stole-like 
girdles or bands, such as the early Italian painters and the masters of the second 
half of the fifteenth century were wont to put in their pictures. The ground 
line is slightly curved, showing the intention to be conveyed; the ground is 
marked as if grassy in character. A border line encloses the whole. 

The drawing generally is natural, and the attitude of Mary, though stiff, is yet 
graceful. Colour has been retorted to of a pale and unobtrusive character, and 
carefully applied. The robe of Mary is now of a pale brownish-yellow tint, as are 
also the draperies of three of the angels. The nimbus was formerly illuminated, 
but with metal that has since oxidized and become nearly black. The vestments 
of two angels are tinted on the shadow parts with bright blue. The wings of 
three of the angels are tinted at their upper parts green. The lining of Mary*s 
outer robe and the grotmd are green. The sky is indicated by a few parallel but 
broken horizontal washes of a dirty blue colour. A wash of rather bright red 
colour has been applied along the enclosing border line. 

The lower margin of the print has been cut away, otherwise the cut is in a 
good state of preservation. 

This pretty little cut was formerly in the cabinet of M. WeigeL 

** The clothes of the angels,'* writes Weigel, " are like the idbs of Deacons : 
they are very long and girded at the waist, as Masaccio painted them in the second 
half of the fifteenth century. 

** The time when the print was engraved may be arrived at partly from the 
nicked folds of the drapery, and partly firom the full and twisted hair. We be- 
lieve we are right in placing it at about the middle of the third quarter of the 
fifteenth centuiy. The locality, however, in which it originated we do not venture 
to determine. The lower margin is absent. The paper is without watermark. 
Compare Acta SS., 2nd April. SumerteU der heyligen leben, Augsburg, 1472, 
Bd. 5ff. Alt. HeiligenbUder, S. 192." 

To these authorities we may add Mrs. Jameson, '* Sacred and Legendary Art,** 
ed. 1850, p. 227. 

[41 X 3i in.] [Coloured.] 
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D. lor. 
SAINT ROSALIA OF SICILY. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

(Augiutinian Hermit. •!• ?)• 

^ HOUGH designating this cat as a representation of the Patroness of 
Palermo, we are not bj any means sure that such conclusion is just 
Yet with the exception of St. Dorothea and Mary Magdalene, we 
know not to whom the design can relate ; and to these holy women 
it does not appear to so readily apply as to the Virgin Hermit-Saint of Monte 
Pellegrino. 

St. Rosalia stands erect on the right of the spectator, with the hands raised 
and joined over the chest. She is directed slightly in action towards the left, 
where stands a small altar. 

Rosalia is draped in a long robe, which fits closely over the chest, and trails 
in folds upon the ground. It is tightly girded in at the waist, from whence hangs 
a long narrow band, the end of which rests on the ground at her feet, which are 
hidden beneath the drapery. Around the top of the robe encircling the Saint*s 
neck is a vandycked collar, the rays pointing downwards, and falling as it were 
down the front of the dress are several oak leaves, their petioles being upwards. 
A bordered nimbus with rayed disc is present, and the hair of the head, which is 
&ir, long and wavy, descends almost to the feet. 

On the altar to the left is a candle, and a Greek cross ornaments the centre of 
the fringed altar-cloth. An antependium is present, ornamented with arabesques 
in lozenge-shaped compartments. Above the altar projects a short rod or bar, 
on which hangs a wreath of roses (?), here intended — as we have assumed — to 
represent the particular attribute of the person before us. The ground is pave- 
mented, rising on a level to the step of the altar, which is in angular perspective. 
A border line encloses the composition. 

The impression has been worked off in a light brown colour, like that of several 
block books. The print has been coloured. The nimbus, waistband and ante- 
pendium are of crimson madder ; the drapery, hair, altar-cloth, altar-step and 
background are different shades of a yellowish-brown colour, the ground and 
fringe of the altar-cloth being green. 

[5 X Si"*-] [Coloured.] 
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D. 102. 

A GENEALOGICAL TREE OF THE 
DOMINICANS. 

LATTER THIRD OP THE FIFTEENTH CENTURY. 

GERMANY. 

(St Dominic, Founder of the Order of Preachers, and instihUor of the Office 
of the Rosary. + 1221.) 

(No. 181, Weigbl.) 

i HE recumbent fignre of St. Domioic forms the base of tbe design or 
ground-source from whicb springs the genealogical tree of his Ch^er, 
founded in 12 16. The head of the Saint is on the spectator's left 
hand ; it is slightly elevated and supported by his right hand. The 
head bears the tonsure and nimbus, the disc of the latter having on it a six-rayed 
star. St. Dominic is draped in his proper habit, viz. white tunic, white scapulary, 
and long black mantle and hood. In his left hand is a closed book. From his 
waist runs a scroll, towards the right, on which is inscribed in GU)thic characters — 

*^ %iZ0 nmce p? pretiicator/' 

From the left side of the recumbent Saint springs the trunk of a vine tree 
having numerous branches, leaves and bunches of grapes. Among the branches 
are busts and half-length figures of the more iUustrious male and female members 
of the Order of Dominicans. At the sununit of the vine-stock and in a central 
position is a whole-length figure of the Virgin bearing the Holy Infiemt in her arms. 

Behind the recumbent figure of St. Dominic runs a low wall imperfectly semi- 
circular in form ; at its termini stand a male and female Saint. On the left hand 
of the spectator stands St. Peter Martyr, erect, and in action directed towards 
the right. He holds in the left hand a broad scimitar-shaped sword with blood- 
stains on it. In his right hand" is a closed book. The head is tonsured ; a nimbus 
is present. Over the vertex is the mark of a wound from which blood runs down 
upon the face. From near the left hand a scroll runs down to the right foot ; on 
it are the words — 

** %itt0 pme He mcHioIanOf " 

St. Peter is in the habit of his Order. 

Next him and behind the wall stands St. Vincentins of Valencia. A black 
cap is on his head ; a nimbus is present. In the right hand is a large open book, 
in the left is a small crucifix (?), or candle (?), ihe top of which is obscmned by the 
black colour applied to the drapery. A scroll runs down from the Saint*s wust 
over the wall to near the left foot of St. Peter Martyr. On the scroll are the 
words — 

«< %^0 Dincecie He toaleda Hocton " 

Between St Vincentius and the tree-stem is St. Thomas Aquinas with nimbus 
and tonsure. He holds a closed book in the right hand, two lilies (?) in the left. 
On one of the lily flowers is a dove with nimbus — symbol of the Holy Ghost — 
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with the head directed towards the left ear of the Saint Before the latter and 
running along the wall is a scroll, on which is inscribed — 

^* 6{t0 ^oimuB He aqno/' 

Between the heads of SS. Yincentius and Aquinas is an oval medallion of Christ 
presiding at the Last Judgment, and having the sword and lily on either side of 
the head. 

On the other side of the vine-stock is Henry Suso, of ihe Special Dominican 
Order of Preachers. As he was never canonized his tonsured head does not bear 
a nimbus, but is encircled by a wreath of roses (?). He holds erect in the right 
hand a three-branched flower-stalk (rose ?), and in his left a closed book. He 
looks towards the head of St. Dominic. Below him is a scroll running along the 
wall, on which may be read — 

** %llt0 i^eiitrict 6tif^ ff ottiii pHicatr/' 

St. Margaret of Hungary comes next, habited as a Dominican nun. A 
mmbus is present. She holds erect with the right hand a ihree-branched lily- 
stem, and carries a large book with the other hand. From below the book runs 
a scroll towards the right, having on it — 

** 6fa maraareta*'' 

Immediat^y below this scroll is a shield, on which is a double cross on a red 
field — ^the arms of Hungary. The shield is surmounted by a crown. 

At the end of the wall stands St Catherine of Siena, seen as a whole-length 
figure. The head-dress is white ; a nimbus is present. Bhe holds a crucifix and 
a two-branched lily in the right hand, while from the left proceeds a scroll having 
on it the words — 

<< ^attcta &aterina He 0eni0/' 

Above the row of persons now described are two figures only, as busts, in the 
series, viz. Agnes of Monte PoUiciano on our left hand and Cecilia Romana on 
our right. Agnes looks towards the stem of the vine and is draped as a Domi- 
nican nuni A radiant glory is over her head. She holds a three-branched lily- 
stem in the left hand, to which she points with the fingers of the other hand. A 
broad scroll runs down from her to the head of St. Thomas Aquinas, having 
on it — 

*^ 98tii 0oro( aonea He tnSte polUciano tso fdita et 0c5/' 

On the other side is the bust of Cecilia Romana, habited as a Dominican nun. 
A radiant glory is over the head, a three- stalked rose-stem in the right hand, to 
which she points with the fingers of the other hand. Below her is a broad scroll, 
one end of which touches the head of Henry SusO, and bears the inscription — 

*^ Ida 0oro( cecUia romSS evSlia 0a HomTd i ;cpS filia/' 

Above these female members of the Order is a row of four male members as 
busts. They are in the habits of their Order, have black caps on their heads, 
which latter are devoid of true nimbus, but have around them a row of simple 
rays, signifying that they are Holy and Blessed though not canonized as Saints. 

The person on the extreme left of this series is Jordanus, the second G^eral 
of the Dominican Order. He looks towards the right and extends the hands as 
if in the act of teaching. On the scroll below him and above the head of Sister 
Agnes are the words — 

^* 3IotOan0 mp ottiT0 atatit muUor nritaculor opator ejcimit/' 
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Next to Jordanos is Reynaldus, also in the act of teaching. A scroll is below 
him, and on it are the words — 

** Eennanie 0cftate tepicue oBT ptilte cui ominiB {^ahlte I Heisifimtua/' 

On the other side of the yine-steni and directed towards the left is John 
^gidius. He holds a book in the right hand and raises the other as if teaching. 
On the scroll below his bust is inscribed — 

** 9bf)$aiztii isd Hikici utninuB birtutihe ft mttaculis tlBxt*" 

Next to Johannes is Rajmnndus, the head and shoulders alone of whom are 
represented. He looks towards our left On the scroll below him and above the 
head of Sister Cecilia is inscribed — 

** IRatame €ptIator nifta 4 in tita } p€ ol'oCaf darilit ndsBOilUa**' 

On the next and higher series are fotir illustriou9 members of the Order — two 
Popes and two Cardinab. 

B^[inning on the left hand, we obsenre Latinns Hostiensis. He wears a car- 
dinal's hat, over which is a radiant glory. He holds in the right hand a double 
cross and in the left hand a book. He is directed towards the spectator. On the 
scroU below his bust are the words — 

** Hatine ))O0tini(i9 ^ne 0Ctmte Hoctdna et miraculor eioda illuistxia*" 

Next comes Pope Innocent Y . with tiara and glory of rajs. He looks up at 
the figure of the Virgin, who stands on the summit of the bifurcated vine-stock, 
and places with the right hand in the hands of Innocent a white robe. On the 
scroll below are inscribed the words — 

*' Jnnochie jv D Dim Hoctdna rt ftne dare/' 

On the other side is the bust of Pope Benedict XI. He bears tiara and rays 
and carries a triple cross with the right hand. He is directed in action towards 
the left. On the scroll appertaining to him are the words — 

** 9SeneBt(te p^ id atia et mliaculot alotia incttttMf " 

Cardinal Hugo ends this series. He looks towards the left;, bears a cardinaVs 
hat and rays, and carries a double cross with the right hand. On his scroll may 
be read — 

** 1^00 canii9Ii0 0c7 Mhitte tiita Hoctcia et opinione 0l3/' 

In the centre of this row and at the top of the diriding tree stands the Blessed 
Virgin bearing the infant Saviour on her left arm. She is clad in mantle and 
tunic, and bears both crown and nimbus. With the right hand she bestows a 
white habit on Pope Innocent, below at her right foot. He receives it in his left hand . 

The infant Christ is undressed, bears a cruciform nimbus, and raises the right 
hand towards His Mother. 

On the top of the tree is the fifth and last series. In it are included six 
members of the Order — ^four bishops and two inquisitors. 

The first on the left is Bemhardus de rape forti, with black cap and circle of 
rays. He is directed in action towards the left and bears erect a straight double- 
edged sword. In the right hand before him is a large open book, firom which he 
appears to be reading or delivering instraction. On the scroll below the book 
are the words — ^ 

^* 98ent|Hitti€ He rape focti et 0ocit 0ui fi?0 inaftiee0/' 
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Next to Brother Bemhardas is Raynerius, Archbishop of Messina. He is 
directed towards the right, and regards the Virgin. He bears mitre and rajs 
and has a crook in the left hand. On the scroll below him may be read — 

^^ Eapnetit tnefeanKia arcf^ieiHi %ti W^wxnz He aquino cenn&ntm/' 

It may be observed that the pastoral staff of the Archbishop is turned inwards, 
as is the case where a mitred Abbot is represented. But in the present instance 
the inversion is probably due to the want of room to represent it outwards, as is 
done with the three other episcopal dignitaries. 

Between Raynerius and the upper part of the Virgin is Albertus Magnus of 
Ratisbon. He bears mitre, rays and pastoral staff. His right hand rests on a 
scrdl bearing the words — 

<« aiberre maont ^eutonict cati0pon^ rpis HiDine 0aptltie illtumate/' 

On ihe other side and next to the Virgin comes the figure of Johannes 
Theutonicus, Bishop of Bosnia. He bears mitre, rayed glory and pastoral 8ta£ 
He is turned towards the Virgin. On the scroll below are the words — 

**' 3[o|)ane0 ^eutonice bit Hocte et 0C0 bomea epis/' 

Next stands Petrus de Palude, Patriarch of Jerusalem. He bears mitre^ 
glory and pastoral staff. He looks downwards and to the right of the spectator. 
On the scroll attached to him is inscribed — 

*' ^ttit He paluHe pti » arcf^a tie Hocte et celuunus/' 

The last figure of the series is that of Paganus, the successor as Inquisitor to 
St. Peter Martyr. He wears the black cap, over which is a circle of rays. Ho 
bears both book and sword in the right hand, and rests the left hand on the top 
of the scroll, on which are the words — 

^' IPaoant bii pclare at HoctrtS pfuIceS cFoee martirio coronatue/' 

Above and below the genealogical tree bearing the rows of effigies which have 
been thus shortly described is a margin or plain border on which are two lines of 
inscription in Gothic characters of larger size than those of the scrolls. These 
two lines of each margin include three rhyming couplets, the beginning of each 
couplet being marked with a capital letter, in some instances misplaced however 
by the wood engraver. In the two lines above may be read — 

'^ JFefi)? t)itij9 He ctiiu0 0urculo ^ntQ cetme retinHat 0cl*o Celi \^^xva ppn!0 
IPopuIo Hitali poculo ^% ubettate palmitu iffiutiHi lain cinjcit amhito*" 

In the margin at the bottom of the print may be read — 

*^ fbo0 peperl nato0 
Hnuo0 pHut eCse beatO0 
Sterna Hei puta 
^ultii0 papatia jura 
s^i\ Hecceten 

^uta inulto0 f)ec latuenint* 
aimo* mctccljcjrfii*/' 

A black border line encloses the entire cpmposition. 

The print has been coloured. It formed part of the Weigel cabinet, and its 
late possessor has described it very fully in the first volume of the *' Anfange, 
etc." p. 278, No. 181. 

IVom that account the following is extracted — 

'* The drawing is of a practised character, and the countenances are not with- 
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out expression. The drapenes, the yine stock, as also the ground^ are slightly 
hatched. The dark lines and the green tints are deep and fresh, but the ochre- 
yellow of the glories, the vine stock in various shadow parts, and the red of the 
wall, of the shield, of the books, the hats, the mitres, and of the mantle of the 
Virgin are in various degrees paler. The impression is sharp and black, and 
has been produced with the press. The paper is strong, and for watermark has 
a small bull's head with stalk and star. 

'* Our print was produced in the year 1473, as the date indicates, but where it 
saw the light is not mentioned. But through its plan and execution it undoubtedly 
belongs to the more prominent productions of the xylography of the fifteenth 
century. From these circumstances those persons who are of opinion that 
mediocre performances only of Art were produced in Germany at that time, wiU 
be inclined to assign the print to Italy or to the Netherlands. Fortunately, how- 
ever, intrinsic evidences in favour of Germany are to be found in the print itself, 
while as regards the other places, all that can be said in favour of them is based 
on doubts as to Germanic ability only. 

*' In the next place we may observe that the character of the text is exactly 
that prevalent in Nordlingen, Ulm and Numberg at the time mentioned. In sup- 
port of this statement we would refer to the German Biblia Pauperum, the 

* Defensio immaculatse conceptionis Yirginis Marise,* the Indulgences, the Confes- 
sion Tables, and to the xylographic Kalendar of John of Konigsberg. The writing 
Sancta Katerina de Senis ; Latinus Hostiensis instead of Ostiensis, Bemhardus, 
Johannes, in other words the employment of the A, finally the purely German 
form of the names Heinricus Susse for Henricus Suso, point to Gennany and 
speak against Italy. We may instance also the loin cloth tightly wound round the 
hips, which is observable on the Crucified, and is always to be met with on German 
prints of that time. Consequently we unhesitatingly assign otir print to a G^nnan 
artist As to the locality of its production the foreground alone affords a slight 
basis for drawing a conclusion. Clearly, neither the lively colours of Swabia or 
the peculiar ones of Bavaria are present. On the other hand, some leaves of the 

* Entkrist* in our possession, and the xylographic 'Entkrist' which appeared at 
Niimberg, have ihe fresh verdigris green and soflened-off foreground of the present 
example. We conclude, therefore, that we have a Niimberg print before us." 

[15| X lOf in.] [Coloured.] 



D. 103. 

A SERIES OF EIGHT SMALL VARIOUS 
RELIGIOUS SUBJECTS. 

THE SIXTEENTH CENTURY. 

GERMANY. 

^NDER this number are arranged eight small and unimportant cuts of 
religious subjects, which appear to have formed part of a series illus- 
trating a book of devotions. 

No. 1 represents the Blessed Vii^ and St. Joseph adoring the 
infant Saviour after the Nativity. 

No. 2 is the Adoration of the three Kings. 
No. 3, the incredulity of St. Thomas. 
No. 4, Christ taking leave of His Mother. 

U 
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No. 5, the Mass of St. Gregory. 
No. 6, an ** Exposition.'* 
No. 7, the Trinity, and 

No. 8 is the figure of St. Catherine of Alexandria. 

The designs and execution are of inferior character. All the cuts have been 
coloured. 

Some of the pieces have been cut down. 

[lfXl|in.] [Coloured.] 



D. 104. 
CHRIST APPEARING TO A SICK PERSON. 

LATTER PART OF THE FIFTEENTH CENTURY. 

GERMANY. 

^HIS curious print represents our Lord appearing as the Crucified (ac- 
companied by instruments of the " Passion ") to a sick person who had 
complained to Him of his troubles. 

On the left hand, in the foreground, of a narrow room or cell, sits 
a sick man in a large easy chair, resting his head on a pillow placed under the 
left side of his head. He is clad in a kind of religious habit, the head being 
covered with a black hood and a long strip of black cloth hangs down in front of 
the body. His left hand is raised up to below his head ; the right hand rests 
on his right knee; the drapery conceals the feet. Opposite the invalid rises 
the Cross, on which is the Crucified Saviour. Over the head of the latter is a 
plain nimbus only. A wreath of thorns encircles the brow ; the hair of the head is 
long and black, and descends to the shoulders. The loin cloth is close-fitting. The 
left foot is crossed over the right one ; there is not any suppedaneum present. 
By the side of the Cross, and between it and the right hand border of the print, 
are instruments of the ** Passion,** viz. the pillar and rope of flagellation, the reed 
and sponge, and the spear. On the other side is a broad scroll running down 
from the right side of the Crucified to the chair of the sick man. On this scroll 
is inscribed the response of Christ to the complaints of the latter. Three sides 
of the room are shown in correct perspective. On each wall is a large open space 
or window, through which landscape details are to be seen. Part of the raftered 
ceiling is shown in true perspective. The floor or ground is pavemenied, the 
lines of the stones running to the point of sight. The perspective edges of the 
Cross and windows are also represented. 

There is not any cross-hatching present, but shadows are indicated with paraUel 
oblique and horizontal lines. Below the pictorial design is a broad margin or bor- 
der, on which is the following in three lines of sharp Gothic German characters — 

^* ^0 toac ain 6ianc6ef ♦ armei * toerecfmtecf^ter men0ci^ ♦ Her iieftlaot 0tci^ tttumni 
l^eiren ♦ Btnti Urancftf^ait * unH fUTpxtt armut « unH 0Kiiec Utat^msit^u Oa spiacfy 
uneer itii \xAt oben tAau ij^atus iuMtx" 

On the scroll before mentioned is what our Lord said, viz. — 

** ft 6renclier Hu iit£t, je lieber Hu wit hint 

tt etmei Hu iii0t je 0tercf)ei Hu mix hist 

t€ tierecfjmt cftter Hu bi0t je nef)er Bu xaii bi0t»'* 

A double border line encloses the whole, but the print has had the outer 
border line cut away at the top and bottom. 
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Tlie print has been coloured, but chiefly on the accessory parts. Some blood 
drops are faintly shown on the body of Christ, and blood stains mark the pillar. 
Green landscape is seen through the windows. The floor, Walls and ceiling of the 
room are of a light reddish-brown colour, of various degrees of depth. The per- 
spective edges of the Cross, the hair of Christ's head, and part of the drapery of the 
sick man are of a deep black. Beyond the outer border line an edging of red 
colour has been applied. 

Not the least interesting point in connection with this cut is the addition of 
the author's name, " Hans Husser,'* after the lower inscription. 

[7 X 4|-in.] [Coloured.] 



D. 105. 

THE GIFT OF THE ROSARY WITH AN 
INDULGENCE RULE. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

SWABIA. 

(No. 189, Weigbl.) 

^ HIS sheet is divided into parts. In the upper half is a design repre- 
senting the Virgin seated on our right hand, bearing the infant 
Christ upon her knees, who is delivering a wreath of roses to a man 
standing on the left to receive it. The Virgin bears diadem and 
nimbus, and is draped in a large mantle open over the chest, where it exhibits the 
tunic She appears to be seated on an elevation, behind which, on the opposite 
side to her, stand the recipients of the symbolic Rosary. The infant Christ is 
seated on His mothers right knee, and faces the spectator. A cruciform nimbus 
encircles the head ; the body is entirely undraped. With His right hand Christ 
extends towards the figure near Him a wreath of roses. The man raises his joined 
hands before the chest, and looks thankfully and inquiringly towards the Saviour. 
He is bareheaded, and draped in a tunic girded at the waist. The figure is seen 
to about the hips, the lower part being hidden by the elevation on which the holy 
persons are seated. Behind him, and to the left, is a woman draped in mantle, 
tunic and head cloth. Like the man, she raises her joined hands before the 
chest, and looks towards the gift which is being presented. 

Above the Virgin and Child is a transverse rod or bar, on which hang five other 
wreaths of roses, each wreath diminishing in size as it recedes from the figure of 
the Virgin. 

This composition is enclosed within a necklace of scales, having at intervals 
five roses. These ^re wreaths on the bar and the five roses on the necklace 
symbolize the ^yq wounds inflicted on the crucified Redeemer. ' 

Below this design, on the other half of the sheet, is the rule of an indulgence. 
It is of eight lines, engraved in rather large Grothic or monkish characters, to the 
following efiect — 

** 9Ijs oSt ain0 ahten ro0enftraiit$ made unH irem UnH il^eisto 5tD lob unH ere 
peten let*, /^emllcf) 5um et0ten einen olauben itnH uania^) * b » patec tio0ter unH 
na4 t^tm pf fir }titn at>e maria %o oft't tnpUtfft te Dirtjtc tac unn an iene unser 
frauetitac jit jar ablajs Hotlic]) er 0un1ien« £)urti> pabat ^jcten ceben/' 

The whole is enclosed within a black border line. The print has been coloured. 
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The roses, alternate wreaths and mantles are of madder red ; the seat and altera 
nate wreaths are green. The tunic of the Virgin and woman and the coat of the 
man are of a grej hue. 

According to Weigel (in whose cabinet this print was formerly), this design 
probably emphasizes the Restoration of the Confraternity of the Rosary, which 
took place circa 1475, the figures being evidently taken from those in the 
copper-plate title of Jacob Sprenger*s ** Rosenkranzbuche *' of 1476, while the 
woman has the dress represented on the ^ oonfession table ** of Ulm of the year 
1481. [D. 107.] 

** The wide mantle, with its yery numerous nicked folds, the dress folded on the 
breast, the dress also of the woman praying, all speak for a time about 1480. We, 
therefore, consider the beginning of tiie last quarter of the fifteenth century as 
the period of origin of our print. 

*' Idiom, technic, and colour point to Ulm, Nordlingen, or Augsburg as ite 
locality. The technic is sharp, the impression has been worked off in black 
colour, and apparently with the press. A watermaric is not present** Q^ Anfange, 
etc.*' vol. L p. 298.) 

This example is mentioned by Fassavant ('* Peintre-Graveur,** toL i. p. 45). 

[7f ^ 4f "^] [Coloured.] 



D. 106. 
THE TEN COMMANDMENTS. 

LATTER PART OF THE FIFTEENTH CENTURY. 

SWABIA. 

LARGE sheet, containing both text and illustrations concerning the 
Ten Commandments. 

In the upper half of the sheet are two rows of ^Ye cuts each row, 
in which infractions of the Ten Commandments are represented pic- 
torialljf. Under each cut is typographic text, explaining the nature of each 
Commandment. 

The five cuts in each row are continuous with each other, being divided only 
by black perpendicular lines. They have been engraved on one block, each row 
being rather more than lOj- inches in width by 2|- inches in height. The designs 
vary firom 1 inch to l|- inches in width. 

At the top of the sheet, above the first series of illustrations, is the following 

text in five b'nes of clear Gothic typographic characters — 
% 
'^(S0 isst )u tDi00en lia0 tiac{^ Her i^eileen adrift unH cotltc^en terc tnd^^ 
menis^) taiil ftomen fu cot Her tma cnim tninsten i)«Iten Hie ♦ )? ♦ cehot* Win abrr 
Hie uhercet Her aeoet 0ic]> in einen HetHampIic^en mx unH maa Hie toille lain aut 
toedi toircften Ha0 ;m Hiene ?u etoioen leben tn at Hen Ha0 n 0ic$ f)alte nac^ Hieim 
naci) ce04)tihen lere. Qor alien Hingen 0OI einer lereit Hie « jc « cebot com0 oHec 5u 
Hem allet min0ten Hen 0f ne Ha Hon« 2)ie al0o luten niEt toenia c)u 6e0ec^ten toarten 
Ha0 man 0ie He0ter ha00 muc \^ttfstm*" 

Below this inscription comes the first series of iUustrations, the commencing 
one of which on the left represents an idolater kneeling before the golden calf on 
a column, while in the foreground is a devout and kneeling female Christian, 
adoring the crucified Saviour, who appears before her, holding up His pierced 
hands, and accompanied by a tau cross, on which hang a scourge and rod. 
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Below is the text — 

'<9Da0 ttatt cebot Hu Mt nit fremne cot anbette nocl^ ttdt uitstauben noci^ mit 
jsecen nocf^ mit c^eubeien/' 

The next and second illustration represents a man raising a large crucifix, and 
swearing as he does so. Below is the text — 

** K>ta aitUft nu 0olt nn nana qmum nU itppiatt4 in Hen munHt nen? noc^ 
0tDirf no4>fltic$? no4^ eot Ie0tm*" 

The third cut exhibits a tonsured ecclesiastic in the pulpit Before him are 
seated on short three-legged stools a man and a woman. On the other side is 
the apparition of the Crucified, accompanied bj some instruments of the *' Pas- 
sion.** Below maj be read — 

^<S)a0 Hrittr smencle mui tni Hen flemo ieili^tgt mit guten toor^ unH 
toercH." 

The fourth illustration shows a son washing his &ther*8 feet. Below is 
inscribed — 

^* S)a0 bim Hu 0olt bate tiff mtttf etf B? ceiitl^ Dat? Hi ptMut^ Bi ^tigt^ 
Utff mute Hi i^eilio lircbe un Hat? mutt.'' 

The last cut in the row represents a man murdering a holy person by striking 
liim on the head with a stone. The latter person is also transfixed through the 
abdomen from behind forwards, with a straight double-edged sword. A nimbus 
is over the tonsured head of the Martyr. The text below is as follows — 

^* JDtm « H ♦ Hu mit niemat Hatl noc^ mit He ^ntfi iwnf mtp mit HI mtHie /ifn 
ere ah0OmiHen no4> mU net iWt toHcn/' 

The second series of illustrations now follows, the first cut of which (first on 
left) represents a man and a woman together in bed. The text below is — 

** Van 0e^0te Hu 0olt nit mknmi sin mit toon? noc( mit Herclen no4> mit net 
aebetHe*** 

The following illustration is that of stealing. A man in the middle of the de- 
sign is talking to a person opposite to him on the right A bareheaded man be- 
hind is taking something from the pocket of the person in the middle of the group. 
Below may be read — 

<< 2)80 0HbenHe Hu 0olt nit 0telen Ha0 i0t niemant Ha0 0ifn toiHet cot ab nemen 
oe Hiinnen oHn befftienr 

In the following cut a judge is sitting on our right hand in a chair. He holds 
in the left hand a staff of authority, and points with the other hand at a person 
kneeling before him. The latter has his back to the judge and face towards two 
persons on the left, who, with upraised hands, appear to be accusing him of some 
misdemeanour. 

The text below the cut is — 

^* 2)} a^^ HU 0Olt lein &I0^ crcnicftni00 ceb? tmlieHtne ne0te wXtsO^l noc$ umb 
lieb no^ umb letH unH 0olt nit lieQf/' 

The fourth illustration of this row, and the ninth of the whole series, is a curious 
composition. In firont is a low bedstead with bed-clothes turned down as if pre- 
pared for occupation. Behind is a chapel-like house with open doorway and two 
open but barred windows, through which appear the busts of a man and a woman. 
They turn round to address each other and point with one of their hands to the 
bed before them. 
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Below is inscribed — 

'* Da0 nfitie Du 0OU nit einea ee mtntit oner cemai^el he^Jhie Ban to ein hiMf 
m (sit^t m gin beam n) uneien/' 

The last of the second row, and tenth of the series, represents a man sitting at 
a desk or table on which are some heaps of money and a bag. On the ground 
before the table is an open box containing money. To the left of the table stands 
a man with outstretched hands, and turned towards the person engaged with the 
money as if beseeching him for some aid. 

Below is the text — 

** D5 t)tim nu 0olt niemanjs cut no4> ftnecj^t nocI> mdn no^ ftein nine H^ 
einjs annie ust toinei cot beceren*" 

The remaining part of the sheet is occupied by twenty-one lines of text, 
consisting chiefly of prayers and pious ejaculations, in relation to which we are 
informed — 

'* toeiea abet luuaf ein meniscf^ nit mocf^te Hie obcea^ribe cebette 0piect)e imc 
toarj^rit lie00)^alb toan ttn alle 0unlie nit lent toeie * oHet nit toolt mM anei unrecfrt. 
cut oner i^annef nit toolte tetta00en ouet t^a00e truce im itxtie Hen moci^te ftein 
bi0C|)of oner bab0t ab0olt)irrf ?e tioci) 0al er cutte toercb toitcben uff tia0 Em oot 
ttlut^u mit 0einet cnalien« 9men." 

The cuts have been coloured madder red and light brown in various sliades 
with grey, and green tints have been employed. Light red has been used for the 
blood-drops on the body of the Crucified. Nearly all the figures have short 
jackets girded at the waist, long tight hose and pointed black shoes. 

On the second cut (Seventh Commandment) of the lower row are the capital 
letters E Z of large si2e, and in a faint brown ink of impression, different from 
that with which the cuts have been worked off. 

* The following work may be referred to with advantage in connection with the 
pictorial catechisms of the fifteenth century, viz. — 

'* Der Bildercatechismus des funfzehnteh Jahrhunderts and die catechetischen 
Haupstiicke in diese Zeit bis auf Luther, mitgetheik und erlautert von Johannes 
Geffcken. 1 . Die zehn Gebote. Leipzig, 1 855.** 

[I5f X iifin.] [Coloured.] 



D. 107. 

A MIRROR OF PENITENCE, OR 

CONFESSION TABLE. 

1481. 

ULM. 

(No. 205, Weigbl.) 

PRECIOUS and probably unique xylographic example of the fifteenth 
century, not any other impression being known. 

It is a sheet consisting of both illustrations and text in reference 
to the practice of confession. It may be described as being divided 
into four portions, three of which contain xylographic text. The uppermost 
division contains fifteen lines of inscription in Gothic characters, beginning— 
** fbit r0t Dertnerliet brie ei^ Her aenuiFn mtniuit^ percl^ttenn 0ol«" 
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Following the direct! jns given are the illustrations to the text contained within 
a space 1 1 inches wide by 3|- inches in height. In all there are fourteen figures. On- 
the extreme left sits a priest in red cap and grej nuuitle, listening to the confession 
of a young man kneeling beside him with raised aud joined hands. A little further 
to the right are a man and a woman awaiting their turn with the Confessor with 
raised and joined hands. Over the head of the priest are the words — 

<^6c!)am nicf) nit )e peicf^te Hein avmu" 

Above the man confessing may be read — 

*^ Da0 pue0tDania tiolcbr 

On the ground between the priest's chair and the feet of the attending female 
are the words ^* CS^ann0 ^Cf^ator/' apparently the name of the designer or engraver. 

Next to the man and woman awaiting confession is Christ, addressing St. Paul 
and St. Matthew. The first stands erect, clad in a long grey loose tunic, but 
allowing the bare feet to be seen. A cruciform nimbus is over our Lord's head, 
the hair of St. Matthew being dense and nearly black, as is also the beard, though 
short. Christ raises the right hand as if impressing something on the attention 
of St. PauL Above and to the left of the head of Christ are the words — 

«< ^enSdiff pin ic]) m^ alien cent t))ii0*** 

Next to Christ stands St. Paul listening. Over his head is a nimbus ; he is 
draped in a red mantle. He raises his right hand and looks attentively at Jesus. 
In his left hand is a long straight sword, the point being downwards. Above is 
inscribed ** % pauUt0*'' Below, near the feet of the Apostle, is a tablet, on which 
may be read — 

*^ paulu0 0pncf)t ^ toajs 0OI i^ tun/* 

Between the head of Christ and that of St. Paul are the words — 
**^tinrtU %m tiamajsco/* 

Immediately behind St. Paul stands St. Matthew, looking inquiringly at Jesus. 
He holds erect in the right hand a carpenter's square (?) or a hatchet (?). A 
circular nimbus is present, the hair of the head is dark and thick, like the Saviour's. 
His mantle is green, the tunic yellow. Above the nimbus is ** 6» ifSitLt^tWi,''' 
and below to the left between him and the next figure is inscribed— 

** mat^et trals mic nact^*" 

St Mary Magdalene fbUows St. Matthew. She wears a turban-like head-dress 
with h^pets, and has long loose white sleeves. She holds with both hands the 
ointment vase. Above is the title '* macia masHalma." 

Between the heads of St. Matthew and the Magdalen may be read — 

** Hie 0in1i til 0011 hmttH twam Hu ^aat toil lieb atitht*" 

Next in the series appears Zaccheus, in the act of descending from a tree. 
Above him is his name, ^* ?act^eu0," and below to the left between the tree stem 
and the Magdalene are the words — 

** itut mut0 i^ 0ef I toeinf (au05 etttm tfitt i^etab**' 

In succession is the repentant thie^ struggling on the Cross ; above him may be 
read — 

** Stllmpt i^et it 0iinlier unH 0imtoetiil" 

which is as if responded to by a group of persons who approach from the right 
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hand towards the repentant thief. Immediately above the transverse beam of the 
Cross are the words — 

^^ Kisti iii00 msaHf' 

Below the thief may be read — 

^^ itut tDir0t mit snic in Hem patalii0 atin Hu iatft tfenaTi pel 0ot fmUieii*** 

The next and largest division of the sheet is occupied by a systematic exposi- 
tion in a tabular form of the various kinds of sin and of the Commandments ; of 
the gifts of the Holy Spirit, Sacraments, &c. by which such sins are forbidden, or 
strength and grace imparted to resist them. At the top of this division is the 
date 1881 in large numerab on a tablet. 

In the fourth and lowermost division are a general acknowledgment and con- 
fession by a sinner of forgotten sins against God and his nearest Christian neighbour ; 
and the beseeching the Priest, who is in the place of God, to grant absolution of all 
such faults, and an assurance of ready compliance with the penance directed 
to be undergone. 

As this interesting sheet has been described in every particular by Weigel 
in the "Anfange, etc." vol. i. 326, No. 205, and by Johannes Geffcken in the 
"Beilagen" to "Der Bildercatechismus dcs fonftzehnten Jahrhunderts," p. 119, 
No. X,' it is deemed unnecessary to enter into Airther explanation of it here, with 
the exception of such as the following extracts from the great work of Weigel and 
Zestermann (loco) offer to the reader. 

** The ink of impression is of a brownish-black colour, ai^d in many spots has 
faded considerably. The red madder colour and the verdigris green are lively. 
The impress of the lines in the draperies is sharp, and therefore produced with the 
rubber. Probably not any other example of this confession table is known. A 
watermark is not present. The sheet has been cut away to within the border in 
many places. * Passavant — Peintre-Graveur,' vi. p. 40 — ogives a description of our 
Confession table which concludes with the words, * Uex^cntion, Timpression et le 
coloris sont absolument semblables k Tadoration des Mages par Hans Schlafer von 
Ulm.* We cannot agree in toto with this opinion." (Op. cit. vol. i. p. 330-) 

The record of the name •* Hanns Schawr " on this print is noteworthy. 
Passavant adds that according to Sotzmann, one Hanns Schawr was a well-known 
painter of fly sheets (Briefmaler) at Munich. Weigel states at Ulm. 

[ 1 6 X 1 1 f in.] [Coloured.] 



D. 108. 
A PASTORAL DIRECTORIUM OF SERVICES. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

LARGE sheet of typographic text, surmounted by a small woodcut. 

The text is that of a Pastoral Letter or Directorium, lelative to 
certain Chiurch Services and rules to be held and r^arded during the 
time of Advent, 1483, and afterwards in 1484. 
At the top of the sheet on the left hand side above the beginning of the text 
is a pictorial design, representing a mitred abbot adoring the infant Christ, who is 




Both works are in the Museum Library. 
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seated on the lap of His mother. The Virgin bears both crown and nimbus, and is 
draped in a full mantle which fiJls over a large cushion on which she is seated. 
She extends the left hand towards the kneeling abbot, supporting with her right 
the infant Saviour on her right knee. The long hair of the Virgin &lls down her 
back. Over the head of the in&nt Christ is a cruciform nimbus ; His bodj is 
undraped. 

The ecclesiastic adoring is mitred, bearing the pastoral staff with the crook in- 
wards oyer the left arm and shoulder. He kneels and raises his joined hands 
before his chest as he looks towards our Lord. His iiill outer vestment lies in 
copious folds on the ground. Between the kneeling ecclesiastic and the cushion 
on which the Virgin is seated is an escutcheon, crossed, bearing a shield of pretence 
on which is a raven (?) proper. 

This design is neatly executed, and the draperies are well cast. The ^gare of 
the adoring person is particularly good. The pose of the Virgin recalls somewhat 
the '^ Madonna del Sacco ** of Andrea del Sarto, and the title to the Life of the 
Virgin by Albert Diirer. The folds of the draperies are sharp and angular ; there 
is not any cross-hatching present, a few shadows being indicated with oblique 
parallel lines. There is a long scroll running over the right hand portion of the 
cut from behind the shoulders of the person kneeling; but there is not any 
inscription upon it. 

Thirty-six lines of Latin text follow thiis engraving, and form a first and chief 
paragraph. The characters are of a small sharp Gothic form, and if our memory 
serves rightly are not imlike those of the first '* Durandus.** 

This paragraph begins — 

^^ 3(n nomine Homini 9ml* ftdltiu cq ottm 1iit)tnu0 t^oc tpe f^semali t)iC5 0ub amto 
Homini* iEccccIjcjrxiil/' 

And concludes with — 

** &t 0ic fittientiui Homini fsU nrpeDitUii.*' 

A break here occurs, and then follows a second paragraph of nineteen lines. 
This clause begins with — 

^^l^ceterea tfcienHu cq p anno futuro tiicf ;^ccccli:jr)ciit|« a toto natit)itati0 
cf)ri0ti imque aH UominicI,'* &c. 

It concludes — 

^ an cQ no0 petHucat qui gint fine MMt et reonat*" 
[Hf X 9iin.] [Not coloured.] 

D. 109. 
HERMITS IN A ROCKY LANDSCAPE. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

UPPER GERMANY. 

(No. 198, Wbigbl.) 

fT the bottom of the composition runs a stream, over which is thrown a 
flat plank-like bridge, along which proceeds a monk or hermit to the 
path leading up the hillj landscape bejrond. On our left hand just 

over the stream is a hermit seated in a rockjr cell, with a thatched 

roof. Before it rises a tree* Tins hermit seems to be addressing the one who is 
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crossing the plank, supporting himself on a stick in his left hand. Above, on the 
next plane and to the right, is a hermit holding a pitcher to a pipe projecting from 
a rock, from which runs water. More to the right hand still is a hermit in 
a rocky cell (over which is a tree), repeating the Rosary. Along the pathway, 
above the hermit drawing water, walks another hermit towards a rocky cell on the 
extreme right above, in which a hermit is seated apparently engaged with the 
Rosary. On the left hand at the top is a hermit seated beneath a thatched roof, 
seemingly arguing with or explidning something to a brother monk seated outside 
before him. Above the thatched roof is a raven (P) descending towards the rock 
with outspread wings, and bearing in its mouth a small loaf (?). On the ground 
below and between the monk and the hermit is a pitcher or vessel for water. 

The rocky hills of the upper background are surmounted with foliage of a- 
difierent character to that of the trees at a lower elevation, the artist evidently 
intending to show by the pine or fir-like character of the higher trees the increased 
elevation of his landscape. 

This engraving has been rather heavily coloured. The draperies and rocky 
parts of the landscape are brown and yellow ; the hills and trees green. A broad 
black border line encloses the composition. 

Weigel — in whose cabinet this print was formerly — ^remarks on it — 

'* The meaning of the design is not clear to us. The technic is Upper 
German, but neither from the costume or drawing is the place of production to 
be inferred. We would observe, however, that a woodcut of like composition and 
mode of colour, with the inscription * Quercina civitas ' (Eichstadt) over a town 
on the same, has in the corner the monogram 

1.5. MZO 



FEB I MANSE [ 

" This woodcut is preserved in the Imperial Court Library at Vienna. 

" The nicked and hatched folds of the draperies, the production of shadow by 
means of colour, as also the indication of the atmosphere by a brownish tint passing 
into white, point towards the end of the third and the beginning of the fourth 
quarter of the fifteenth century. 

" In Gunther Zeiner's *der heyligen leben sumerteil,* Augsburg, 1472, may 
be found — ^page 53 — the figure of a monk, which has a striking resemblance to 
the monks of our present example. 

'* The paper has not any watermark, but its texture is like that of the paper 
of Upper Germany.** (" Anfange, etc.** vol. i. p. 3 1 8.) 

[7f X 4|-in.] [CJoloured.] 



D. no. 
THE TEN PERIODS OF HUMAN LIFE. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

BAVARIA (?). 

(No. 206, Wbigbl.) 

fEN periods or ages of the life of man are here represented by ten 
human figures in various actions and attitudes, and by corresponding 
ten figures of animals. Above each human figure are inscribed the age 
or period implied, and its associated disposition. Above and below 
each correspondent animal figure are the years it represents, and its name. 
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The figures of these series are arranged in consecutive perpendicular rows. 
Above the whole is inscribed in a continuous line — 

** (D)i0 (se)iit Hie }e(en ttattuscWt Tie0 altter(B) net mtnattftn unn toem 
0te 0e0letc|)(t) toerHen/' 

Below the figures and in one line are the words — 

*' Di0e itmsit!) atatixibttit le^en 0tuc& 0c|)enten unH am alle tuelt plenteiu 
1R82." 

Below this latter inscription are ten proverbs, which apparently answer to other 
emblematic figures than those present, but which have been cut away in the 
injury which the print has received. 

In the first and upper row of figures (human) is represented, commencing on 
oar left hand — 

"Jejenjareinlim/' 

Below is a boy playing with a top. llie correspondent animal underneath is a 
jumping kid, the motto above it being — 

" Jej^tt jat tin lrc}»" 

The 2nd figure of the row is — 

" ?tDent5ia fBt tin jO0ltn0/* 

A youth holding a falcon on his left hand. The figure below is a calf with the 
motto^ 

. '' ?tDentM0 jar tin lalb«" 



The 3rd in the series is 

" a)rei«0ifl Jar tin ma.'* 

A soldier with helmet, sword and lance. The animal below is a steer — 

'' Dxtiagia ;ar ein gtii*'\ 

The 4th of the series is — 

'' (Btrtiia jar tool0etan«" 

A man well clothed, standing still and holding a purse in the right hand. Below 
is a lion — 

*' airtfio jar etn lein*'* 



The 5th of the series is 

" JFunftjic jar i5tilli«anr 

A man well dressed, standing still with bis arms crossed over the chest. Below 
IS a fox — 

^'limftjlfl jaref eu40." 



The 6th of the series : 

'*l&ec^t?ta jarabtfan/' 
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A man with grej hair and beard wearing a cap and mantle, and walking on delibe- 
rately. Below is a wolf — 

The 7th is — 

'' 6ttott)i0 jar Hie 0elr betoac/* 

An aged man slowly advancing towards the right, snpporting himself on a staff 
which he holds with the left hand. His long coat is girded at the waist, and the 
head-dress falls over the ears. In his right hand is a rosary. Below is a dog — 

" 6ibent$ia iwc e? imW' 
The 8th is — 

'* 9c|^$ial iac net loele tot «"* 

An old man bent by age advancing with both hands on a staff. Below is a cat — 

''ac^5i0|a(einlat^** 

The 9th figure of the series represents — 

*' J9etimc!i0 jar Her linner ispot/* 

A bent old man leaning on a stick and mocked at by a boy. Below is an ass 
braying, with the motto — 

" i^etmicjic jat tin e^eL" 

The lOth and last figure of the series is in the form of a corpse extended on a 
plank — 

'' C^unnert jar nu (puOi nir aot.** 

Below is a goose — 

" ftunnert jar ef can04" 

The proverbs below the line with the date 1482 attached are as follows — 

1st on the left. '' fitter on Mtifif^Bit*' 

2nd. '' Mtia0t^Bit on loerft*'* 

3rd. ** auef on tucent." 

4th. " Oucent on ere/' 

5th. '' Qier)9C|)aft on r^inat:' 

6th. " fttet on recjt." 

7th. *' €>etDaIt on enaiie/* 

8th. " Zn^tnt on fbrcfjt/' 

9th. '^ JFrainen on %^Bm*'* 

10th. '' (2Kai0ttic{y ortie on friH/' 

The figures have been coloured. The draperies are chiefly yellow and crim- 
son madder. The animals are faintly tinted with shades of brown and yellow and 
the grounds are bright green. The upper and lower transverse borders of inscrip- 
tions have yellow grounds. The designs are not without character, but their 
technical execution is rather stiff and coarse. The blocks have been worked off 
with an ink of greyish-black colour. The letters of the xylographic inscriptions 
are clearly cut in a dialect of Upper Germany. Some of the capital letters are 
particularly good. A watermark is present, viz. a builds head with crown and 
flower on a central stem. 

The two rows of figures and their titles are 7 j- inches in height, and 1 3 j- 
inches wide. Each hiuuan figure cut is a|- inches high by if inches wide, 
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liaTing their inscriptions above in a space about l|- inches high bj l|- inches 
wide. These inscriptions are marked off from the figures below bj a black line. 
In the row of animal figures the inscriptions are not separated. from the animals 
by any such line. The space occupied by the two, i^. animals and title, is 
about 24- inches in height, by l|- inches wide. 

The sheet has been much damaged at all four margins; as it now exists it 
measures in toto 9|- inches in height, by 13|- inches wide. 

Weigel, in the introductory paragraph to his description of our present sheet 
(voL L p. 330, No. 206), thus writes — 

*' The division of Human Life into 10 periods of age, based on physiological 
grounds, is probably as old as the time of Solon, but at any rate belonged to that 
of Philo Judnus. This division was continued in Christian times, and was expressed 
in the glass paintings of the windows of Christian churches, in independent paint- 
ings, woodcuts and books, and still lives in the sayings of the people. Going along 
with the division into ten periods of life is one also into Seven Ages. This is as- 
scribed by Pollnx (* Onomasticon,* ii 4, p. 57, ed. Bekker) to Hippocrates, 
and as probably being agiun repeated during the 9th Christian century in the 
Talmud (Midraschon Ecclesiastes, i. 2). The seven ages of life were represented 
in the woodcuts of the 15th century, but apparently enjoyed no further extension 
of popularity with the people than did the division of life into 14 periods proposed 
by Jehudah Ben Tima in the 14th century.** 

On this subject the following may be referred to — 

The notes, Nos. 1 56, 1 57, to Weigel's account, op. cit Passavant, ** Peintre- 
Graveur,** vol. iv. p. 335. ** Das Menschliche Leben in Thiergestalt im Innem 
der Wartburg." " Das MSnnliche G^eschlecht.'* " Das Weibliche Geschlecht" 
Eisennach. 

[9ff X I3f in.] [Coloured.] 

D. III. 
THE SEVEN AGES OF MAN. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

HAARLEM. 

' HE Seven Ages of Man are here represented by figures engaged in 
occupations common to the particular epochs of life. 
The design may be described as being <^vided into two parts — a lower 
and an upper part; the separation of the two portions being effected by 
the roof and wall of a house and court in which the action of the lower part of the 
design takes place. The spectator is supposed to look beyond and above this 
house and wall towards a landscape elevation on which are grouped seven figures 
connected with &ve ages of man. On our extreme left sits a naked infant holding 
up a flower to a boy before him, who extends a toy windmill in the right hand and 
rides ' a cockhorse ' on a pole. Next to the boy stands a youth drawing a bow, the 
arrow (unprinted) of which would be directed to the left hand. With his back 
turned to the jouth with the bow stands a young man in the vigour of life, holding 
a hawk or &lcon on his left hand. Still more to the right is a group of three 
men advanced to the years of maturity both of mind and body. Their gait and 
manner are sedate and thoughtful, and they are clothed in close and warm 
draperies appropriate to their age. One person — ^with his back to the spectator 
and in clodc and clogs — leans on a stick. 

Below we look into the bedroom and courtyard of a castellated house. In the 
room lies a sick person on a bed within an alcove, the curtains of which are drawn 
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aside. Before the bed and facing the spectator stands a physician, holding 
up to the light a glajss urinal that he may judge of its contents. The phy- 
sician is of advanced age and draped accordingly. The floor of the chamber 
is of a chequered pattern. Without, to the right hand, in tiie court sits a sick, 
thin, aged man on the ground, whose tunic is open oyer the chest, exposing the 
nude and meagre body. By his side and between him and the door of the 
house is a person who appears to be rendering assistance of a surgical character 
to the sick man before him. He is applying something to the chest below 
the right clavicle with the right hand, while with the left he holds the sick man 
by the right wrist. The medical as8istant*s tunic is furred at the bottom and 
girded at the waist, and he wears at his right side a satchel or pocket depending 
from the waist. This lower part of the design represents probably a public 
hospital. Behind the figures in the court rises a battlemented wall, above which, 
and close to the tower of the building, lies on the ground a dead body, reduced 
almost to a skeleton. This body is half hidden by the upper portion of the tower. 

Colour has been applied. The vestments of the youth, of one of the middle- 
aged men, and of the physician are of red madder. The jacket of the man with 
the hawk, of the hospital assistant, and the landscape elevation are of a yellowish- 
green colour, as are also the curtains of the bed. The sick man in the court and 
one of the men in the group of three above are draped in robes of a dingy blue 
colour. Browns and greys are elsewhere employed. The whole is enclos^ in a 
black border line. Below this line, at the bottom of the cut, a former possessor 
lias written, "Printed at Haarlem by ? Bollaert, 1485." 

The watermark of the paper is a Gothic IP. 

[71- X 5i in.] [Coloured.] 



D. 112. 

THE KALENDAR OF JOHANNES DE 
GAMUNDIA. 

(ORIGINAL BLOCK, FIRST QUARTER OF THE FIFTEENTH 

CENTURY.) 

ULM OR NURNBERG. 

[ MPRESSIONS from two xylographic cuts, exhibiting parts of a kalendar 
known as that of " Johannes de Gamundia." The original cuts were 
engraved on the opposite sides of one and the same block. This block 

came into the possession of Baron Derschau, who had impressions 

worked off from it for his work, entitled " Holzschnitte alter deutscher Meister in 

den Original-Platten gesammelt von Hans'Albrecht von Derschau von 

Rudolph Zacharias Becker." Zweyte Lieferung, p. 3, pi. a, 17. Gotha : 1810. 

The impressions from the cuts on the recto and verso of the block were joined 
together in Derschau and Becker's work, as forming a single sheet. 

The sheet before us appears to belong to those impressions published by 
Derschau now more than half a century back. This sheet contains part only 
of the original Kalendar, which in its complete state consists of four parts. The 
present portion is the time almanack only. The other portions consist of (2) 
the " periods for bleeding ;" (3) a key to the finding of the latter, and of their 
intervals ; (4) a key for findmg the Dominical letters and the Golden Numbers. 
The original Kalendar, composed by 1439, was in manuscript, and there is not 
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any surety that it was engraved before the beginning of the last qnarter of the 
fifteenth century. Weigel possessed an early impression of the present part — the 
almanack. 

The following notice accompanied the impressions worked off for Derschau 
and Becker (op. cit.) — 

"A periodical almanack for thirty years fix)m the year J439. The oldest 
Ephemeris hitherto known to astronomers being that of John of Konigsberg, which 
appeared in 1474. The present almanack indicates for each month the Grolden 
Number, the Dominical Letter, the feasts and names of the saints, the course of 
the moon, the sign of the zodiac, and the length of the days and nights. Above 
each month are represented in small medallions persons following the agricultural 
duties of the season, with the exception of the month of January, where we see 
Janus seated at a table, holding in one hand a drinking-oup, in the other a fish. 
The name of the author of this precious memorial of xylography may be found 
inserted at the end of the month of February. It is given as ^ ij^ec ^B^ieUt 
3lot»ftnne0 He (Samimtlia/ a celebrated mathematician and astronomer. He was a 
native of Gmiinden in Styria, living at Vienna as Professor, Chancellor of the 
University, and Canon of St. Stephanas. He died in the year 1442. 

^ In order to be convinced of the antiquity of these blocks, impressions from 
them were conununicated to connoisseurs through the medium of the journal of 
the celebrated Baron de Zach, *Monatt. Correspondenz zur Beforderung der 
Erd-und Himmelskunde.' 

*^M. de Lindenau associated with them biographic notes concerning the 
author, Johannes de Gamundia (see the number for the month of December of the 
said journal) ; and M. Grotefend, Professor at Frankfert-on-the-Main, has pub- 
lished a scientific explanation of this Kalendar, which astronomers regard as a 
discovery of high importance for the history of mathematics. (See the month of 
March, 1 809, of this journal.)" 

It has been stated that early impressions of the present xylographs were for- 
merly in the possession of Weigel. From his account of them, given in the 
" Anfange, etc.** vol. ii. p. 158, No. 287, the following is extracted — 

** Johannes de Gamundia, called, fi:^m his family name, * Nyder,* was a nativ^ 
of Swabian Gemiind, and not of * Gemunden am Traunsee,* as asserted by Falken- 
stein. He was brought to Vienna by the eminent Dominican, Dr. Johann Nyder^ 
of Isny. There he studied; became Magister in 1406; canon of St. Stephanas, 
on the 30th of April, 141 1 ; professor of astronomy in 1423 ; later, deacon of 
the philosophical faculty ; and, finally, chancellor of the University. He died on 
the 23rd of February, 1442, and was buried in St. Stephan s. 

** On our table the name of the author is placed at the end of the month of 
February, the only vacant spot which could be occupied by such information. * It 
is given as * C|?ec iEaoidter Joiwnnta He (SamunDia.' 

'* This kalendar consisted not of one table merely, as the existing block of the 
Derschau collection represents, since the manuscript (of twelve folio sheets), for- 
merly in the library of the Earldom of Windhag, but now not forthcoming,^ had at 
the end the foUowing remarks — 

'*. Hoc Kalendarivm cum suis Canonibus et tabulis, campositum est Wienne per 
magistrvm Johannem de gmunden Canonicum sancti Siephant ibidem etplebanum in 
laa anno Domini 1439 curren, feria sexia prius Agnthe anno 1472. Compare 
Kantz*s *Geschichte der osterreichischcn G^lehrten/ I. B., S. 30. 

" This is confirmed by an edition of this Kalendar now preserved in the Impe- 
rial collection of engravings at Berlin, and which contains — 1st, the day Kalendar 
on four sheets ; 2ndly, the table of times for bleeding ; 3rdly, the conventional 
little figure connected with bleeding, and indications for the finding of the inter- 



^ Other MSS. are in St. Florian and in the Imperial Court Library at Vienna. 
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vals ; 4thl7, a key to the finding of the Dominical Letter and of the Grolden 
Number. 

" We possess two tables only — ist, the day kalendar ; 2nd, the table concern- 
ing bleeding. The day kalendar is an old impression from the Derschau block ; 
it is on grejish-whit« paper, with a watermark. The sheet is printed on both 
sides ; the notices of the octaves are not supplied merely to fill up spaces in the 
kalendar, but on ecclesiastical grounds. 

" There are only five days without such notices — viz., the 4th of February, the 
12th of July, 5th of September, lOth of October, and the 14th of November. 
The order of feasts varies very much in different kalendars, as a comparison, «.^., 
of the kalendar of Johannes de Gamundia with that of Johannes Regiomontanns 
proves. The Kalendar must have been printed [engraved ?] between 1470 and 
1480, as the hair of the females and the sword of the young man show, compared 
with the figures in the 'Defonsorium * of 1470, and the German Bible of Roberger, 
Th. i. 8. 129." 

Each table of the present impressions is enclosed with a black border line, and 
measures lo|- inches high by 1 5 inches wide. As they are joined together to form 
a single sheet, the latter measures 

[22 X I5f in.] [Uncoloured.] 

D. 113. 
A FRAGMENT OF A KALENDAR. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMAinr. 

(No. 211, Wmgbl.) 

SMALL portion of a Kalendar, consisting of two columns of typo- 
graphic text, diagrams of the Sun and Moon, and an arabesque-like 
ornamental scroll below them. The column of text on the left hand 
contains the following, in seven lines — 

'*3[m i^omund an mittooc!) mt^ vmati iFcotoen tac Her Iiec!)tme00 berlorrt tti 
mO )ien at^in uH tmrt a&nt5 fin0tet ull l^ebt 0ic)» an mtff mitnac^t 00 ta U fUtit 
ufi piiii mat am arotftf 00 tfn iiii doit ufi enHet )9tc^ 00 tfs b flecl^t tmH jdtit 

The seven lines of the text of the column on the right are as follows — 

'' 3[m fitto xMtt an fritao Dor 0ant iEaria matialena taa toirt Her %nai tin teil 
bom mon beHecIt ate jn uer fiour beieicf^net i0t win l^ebt 0ici> an nocf^ mitaa 00 e0 i 
Uttf^t un %j^}* mnt tin i0t am cro0ten 00 e0 ii fUiit m jrbii nijit uH enter 0ic$ 
00 e0 iiy Oecf^t lA bti nmt.'' 

Below the columns of text runs an arabesque or floriated scrolL On the 
terminal flower to the left is the naked bust of the youthful Saviour, with a cruci- 
form nimbus, and holding in the right hand some ears of com (?). On the oppo- 
site terminal flower is a naked bust with plain nimbus, and ears of com (?) in the 
left hand. On the upper edge of the scroll near the figure of the Saviour stands 
a dove with outstretched wings. On the edge of the scroll by the other figure is 
perched a dove with closed wings. 

Along the middle of the scroll runs the greeting — 

" ^tn . cut . 0elia . ior.'' 
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Between the words "0elifl," "ior," and the word "iot" and the bu«t on the 
right are little black figures of nondescript animals. 

Colour has been employed. Below the diagram of the moon on the left hand 
has been written with the pen, ** Anno dtuo mcccclxxxvii.,** and above the diagram 
of the snn " Ixxxvii.** ; thus proving that the Kalendar had been engraved at least 
bj 1487. , According to Weigel, a kalendar beginning '* Anno dfili Mcccclxxxv/* 
might be seen a few jears ago exposed in a shop window at Erlangen, which 
had a similar ending to that of the present fragment. 

** The colouring looks like, it is true, that of Upper Bavaria ; but the dialect 
is of Niimberg. Since Johannes Regiomontanus prepared kalendars in Niimberg 
particularly, this fragment may have belonged to a * Niimberg Kalendar.* .... 
The general text of the kalendar is typographic ; that on the scroll is xylographic. 
There is not any watermark present.** 

[3f X gin.] [Coloured.] 



D. 114^ 
AN EMBLEMATIC FIGURE OF THE WORLD. 

SIXTEENTH CENTURY. 

GERMANY. 

LARGE sheet containing xylographic text and an illustration emble- 
matic of the world. A winged female figure of human characters at 
the upper half of the body is supported by a single claw-like leg of a 
large bird on the top of a small sphere or globe, which rests on the 
ground at the bottom of the print. The figure is crowned with a diadem of highly 
projecting ornaments, below which is a fillet of feathers (according to the text) in 
front ; behind, the hair is arranged in a filleted or wreathed manner circling the 
head. The head is inclined over the right shoulder, but is full &ce to the spectator. 
The right arm is extended, a cup or chalice, with its cover, being supported with 
the right hand. On this extended right arm stands an ass, which progresses at a 
walking pace towards the chalice. The latter and the animal are backed by the 
strongly ribbed extended right wing. 

On the left wing just above the shoulder of die figure gits a dog, looking up- 
wards and towards the spectator's right hand. In the lefi hand of the figure is a 
curved furcated wand something like a flesh-hook or grapnel, which extends above 
the left wing. The figure is clad in a tunic fitting close about the body, and 
girded at the waist, but having rather loose sleeves. It is open triangularly over 
the chest, exposing an under garment with an ornamental border round the neck and 
part of the shoulder-straps. Below the waist falls a short loose piece of drapery, 
which hides the junction of the trunk of the body with the supporting bird-like 
leg. The upper part of this leg is marked with imbricated feathers or scales. 
Below a figure of Death grasps the bird-like limb above the claw with both hands, 
and bites eagerly at the middle of the leg. 

From Death*s abdomen darts a serpent with a small crown (?) on the head. 
Death supports himself by kneeling with the left leg on the globe, and by the 
outstretched right foot on the globe behind the claw of the figure. 

The general claw or foot clasps the globe on wh)ch it stands with four large 
minor claws. 

The figure has been coloured after the Swabian manner. The diadem, hair, 
chalice, claws, and outermost drapery, &c. are yellow ; the wings and inner tunic 
are bright green ; the outer tunic is madder red ; the ass dog, Death, and the 
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\ 
leg are of a deep brownish-grey colour. On the left hand side of the figure below 
the chalice are twenty-four lines of German poetry in xylographic characters 
descriptive of the moral aspects of the world, and of their relations to the accom* 
panying emblematic figure. 

This description is carried over to the right side to the extent of twenty-two 
lines. The lines on the left hand side begin high up immediately below the sleeve 
of the arm supporting the ass and the chalice, and extend downwards to a level 
with the top of the sphere. The text on the other side b^ins lower down, and 
ends within three-qnarters of an inch of the bwder of the engraving. 
The text begins — 

'* ^f)otoent iit funa nn\^ alt 

Det toett fiffiut uttTi it 0e0ta(t 

S^ie 0at bmocen i0t it enH 

Di0 Bt^tat oh it toenTi 

%i trrit eiit feron tatUhti jart," etc. 

On the other side it continues — 

''Den lilftDd Hen Hie toett ttept 
Oa0 betutet 0iTt&eit," etc. 

The verses ending — 

'' Oan 0int bettoQen 0at it lint 
Vie 02? tut 0ede))enli blint 
%mitp enti Hie toelt f^at 
Det It nit Hient ij5t nun tat." 

In a transverse margin at the top of the xylograph are six couplets in two lines. 
The greater partis undecipherable, from the damage the print has received at its 
upper portion. Elsewhere the cut is admirably conserved. The whole is enclosed 
within a narrow border of two rows of chequers, the latter longer than they are 
broad. 

[I5f X 10|in.] [Coloured.] 

D. 115(a), (b), (c). 
TABULA CEBETIS. 

K£BHT02: niNA^. 

SIXTEENTH CENTURY. 

POLAND, GERMANY. 

^HREE separate prints (a, b, c), representing the same subject — yiz* 
the Course of Human life, according to the ** Tablet of Cebes the 
Theban." 

This Cebes, the reputed author of a short dialogue in Greek, 
written in an easy style, worthy of the best period of Attic prose (Athemeum, 
1 878, No. 2665), was a Theban of Bceotia by birth, circa 420 years before Christ. 
He went to Athens, was a disciple of Philolaus the Pythagorean, became a dose 
friend of Socrates, and was introduced in the Pkaedo with his friend Simmian. 

Three dialogues are attributed to Cebes — *E/}^o/iii, ^pvyi\oc, and Iliva^. Of 
the first two not anything is known ; the last is twice mentioned by Lucian as a 
picture of human life of repute in his day. It afterwards became highly popular, 
being translated into nearly all the European languages, and even into Arabic. It 
was used for educational purposes, at least until the middle of the last century 
(Jerram). There exist not less than thirteen MSS. of the "Pinax." 
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** The tablet itself, from which the name is derived, is a picture, dedicated in a 
temple of Cronos, by some votary, Xoy^ re ical epy^ II vday6pn6v riva xal 
YXapfuvi^Hov l(vj\(ot:i>i fiCov. The picture represents a circular enclosure, within 
which are others, smaller, and each enclosure is entered by a gate. At the entrance 
to the outermost circle stands a crowd of people, to whom an old man is talking 
apparently with much ardour, and within the circle at various points women, 
singly or in groups, are represented sitting or standing in various guises and pos- 
tures, or moving among the people, who have already passed the outermost gate. 
The youth who reports the dialogue was gazing with wonder at this picture when 
he was accosted by a stranger who volunteered to explain the hidden meaning of 
the artist. The old man at the gate, it appears, is the presiding Genius, who, to 
each man as he enters the world, points out what is desirable and what is to be 
shunned. « The women within the first circle are Deceit, Lusts, Retribution, 
Remorse, and their like ; while apart, in another circle, dwell the Virtues, 
Happiness, True Learning, and her daughters Truth and Persuasion. As the 
stranger describes the various figures, and explains how these are tempters that 
would beguile and those are helpers that would refresh the pilgrim on his path 
to that inner circle where True Leammg, if haply she approve him, may bring 
him at last to his goal, the throne of Happiness, various topics of Socratic 
discourse arise, and the young man learns * the identity of Virtue with Know- 
ledge, the insufficiency of Sense, Knowledge, or Opinion, and of the sciences 
as a means to virtue, and the danger of a false conceit of knowledge.* The 
true Socratic tendency of the whole dialogue has caused it to be ascribed to 
that Cebes who was the friend of Socrates, and was present at his master's death. 
Modem criticism, however, has disproved this opinion from internal evidence, and 
is inclined to place the work somewhere about the time of the Attic revival of 
which Lucian is the most prominent representative.** ('* Athenaeum,** No. 2665, 
for November 23, 1878.) 



D. 115 a. 

TABULA CEBETIS. 

1519. 

CRACOW. 

^T the upper left hand comer of this print is the following inscription 
in Roman typographic characters, in twelve lines — 

^* Hoc Pictasma sub felicissimo Reverendissimi D. D. Petri epi 

premissien Regni Polonie, Vicecacellarii patroni sui gratioH auspicio 

Hieronymus Victor in lucem dedit. Anno a natali Christi. 1 5*9«" 

On a tablet held by the describing '* Genius,*' at the side of the " Porta Vitse,** 
are the numerals 1519* 

On a margin at the bottom of the print are the words, ** ^huTa Cebett0 
ab fi^Ulon^mo IPictOce ImptetfiSa Craccotiie,'* in rather large and fine Gothic cha* 
racters. 

[ 1 5f X 1 1 J in.] [Uncoloured.] 
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D. 115 b. 
TABULA CEBETIS. 

SECOND QUARTER OF THE SIXTEENTH CENTURY. 

GERMANY. 

f HE chief features of this illustration of the picture of Thebes expre^ 
much the same ideas as are exhibited in the previous Polish example. 
All the inscriptions, however, on the scrolls and tablets are in Grerman, 
and in typographic characters. 
The title on the margin at the top, beyond the border line, is in Latin, Tiz. 
** ^bula €zhttiB ®!>fbani," in large Gothic characters. 

The draperies of many of the figures, the walL», gates and trees have been 
coloured. 

[16 X I If in.] [Coloured.] 

D. 115 c. 
TABULA CEBETIS. 

STRASSBURG. 

1546. 

^HIS illustration differs considerably in its details from D. 1 15, a and b. 
It is also much superior in design and technical execution to both of 
them. It has not, however, any scrolls nor tablets bearing inscriptions. 
It has for the title on the margin beyond the border line at the top 
" TABULA CEBETIS *" in large thin Roman capitals. 

At the lower part on the base of one of the pillars of the " Porta Vitse " js the 

monogram »Tft» implying David Kandel of Strassburg (P). 

This example is noticed by Passavant, who observes, " La composition rappeUe 
celle de Holbein." (Vol. iii. p. 349.) 

The print is also recorded in Rudolph Weigel's " Eunst Catalog," No. 28, 
No. 2 1 505, where it is stated to be in ** Holbein*s Manier oder nach ihm " — *• einb 
Hauptblatt — Bartsch t. i. ix, 392 fehlend." 

This cut was formerly delicately coloured, but the colour is now nearly gone 
from the washings to which the print has been subjected. 

On the subject of this allegorical FIINAS seu Tabula Cebetis the following 
works should be consulted, " KEBHT02 niNAS Des Cebes Gemalde, von J. 
D. Buchling und ii. F. W. Grosse. Meissen (B. M. Lib., 8461, b — ^b)." 

" De Arte Critica Cebetis TabulsB adhibenda von Dr. Conrad MiiUer. WUrzburg, 

1877." 

•*KEBHT02 niNAS Cebetis Tabula, with Introduction and Notes by 
C. S. Jerram, M.A., &c., Oxford, 1878. (Clarendon Press Series.)" 

[I3f X l6in.l [Formerly coloured.] 
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D. 116. 
THE MIRROR OF DEATH. 

LATTER PART OF THE FIFTEENTH CENTURY. 

ULM. 

SHEET containing both text and illustration having reference to 
Death, the common end of all men. In the middle of the upper half 
of the sheet is a woodcut Si^ inches high, by 3^ wide. It represents 
a figure of Death rising from out the open ipouth of one of ** Hflt 
|)ffIi)9Ct)en i^tinTl?/' Around Death is twined a large serpent whicl^ darts forth its 
head towards the spectator's right hand and over Death's left shoulder. The tail 
curls through between Death's thighs. The latter extends his arms, and the staring 
skull seems to express the pain which is felt from the flames darting up around 
the legs of Death as he rises from the jaws of Hell. The head only of the Hell- 
hound is portrayed ; the teeth, the bristles at the nostrils and the staring eye 
being the chief details. 

The cut has been coloured. The serpent and hell-dog's head are green, the 
flames issuing from the mouth of the latter are rose madder, while Death himself 
is brown. A black border line encloses the design. 

Directly above the cut are these four lines in German Gothic typographic 
characters — 

** ^Btt 0piefief isn cemaiit 
IReic)) arm 6ro00 unn blein 
^d eepurt iuns unH aft 
Q^Bnuenti all aljBo oejstalt/' 

Below the cut are the four lines — 

** If i? rifj>t 0Ot rrcj^t 

Ibit leift Her t^en be^ Hnn litec|»t 

ISititi unH aim mm 0onli itihtu 

(&fi 0c|)atDent toer H'l^err oH* Inecl^t 00?*" 
A fifth and sixth line, apparently in continuation — 

*^ €l)c))atDent an ir briiHet ad 

Miit tuti Die l^nbera atMl 
are placed over the column of text on the right hand side of the lower half of the 
sheet, while the conclusion of the whole is at the top of the column of text on the 
right hand side of the sheet, viz. — 

Damtt I)at tia0 a^icl^t ain eitH 
^ot im0 alien lummec toenH*" 

On each side of the cut, and on the lower half of it, are lines of poetry and 
supposed wise sayings of illustrious men, as of Seneca, Chrysostom, Beda, Jerome, 
Magnus AJbertus and others. 

This text commences at the upper part of the left hand side of the sheet with 
the admonitory words from Death — 

"* Jt men0c(en all Hie |)ie fiir oanTi 
J!^v«izn}} Hiioer ii0ur toai mtH toeiBtanH 
SDtenent cot unH flief^enH Hie torit 
flSann 0; atft h'igtfs tDiDeT0eIt 
314 toa0 eitoan 0c|Kin trnJ} ceic|) 
S)a0 man laum fanH metn altitb 
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jn^un Bin i^ vdt toihmen umbseben 

Dad l^on itf) tm^ct^ult mit meiitemleben/' etc. etc 

The acconnt which Death renders ends thus — 
*^ %tt} tiiise ilao in Hein? miit 
iB>ci)a6r toi f)in tias Dunc6t mtc;) cnt 
jr^aci) HidfT rene bitt aot ftit mit^ 
C^ilfft tfi mt mic|» 00 l^ilfift e0 Dici>/' 

Afler some aphorisms from the sages come the name and address — 

<' 9^ann0 iman btietinaltr }& tEiltM*" 
[Hf X 9ffin.] [Coloured.] 



D. 117. 

THE EMPEROR HENRY THE SECOND AND 

HIS CONSORT KUNIGUNDA. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 201, Wbioel.) 

iN our left hand stands the Emperor, Henry II., crowned and draped 
in a rich mantle. In his right hand is a golden sceptre ; with the lett 
hand the Emperor assists in supporting (along with his wife) the model 
of a church, having four towers — the Cathedral at Bamberg (?). 
On the right hand stands Kunigunda, crowned and draped in a long mantle. 
She holds a sceptre in the right hand, and supports with the lefl; the be- 
fore mentioned model. Below the latter and between the two roval figures bang 
two shields of arms. The shield on the left blazoning the arms of Henry, viz. 
the Bavarian chequers and imperial eagle party per cross ; the shield on the right 
having on it the arms of his Consort, viz. a golden lion in a field sable. These 
arms answer also to the Earldom of Luxemburg. The ground is squared. 

The print has been carefully coloured. The drawing is carefril and correct, 
and' the attitudes are good. The pose of the Empress is especially noteworthy, 
as is also her expression. 

The pointed shoes of the Emperor Henry, the hatchings of the folds of the 
draperies, the colour of the sky, and the forms of the shields incline one to consider 
the time of production of this cut to be that of the middle of the second half of 
the fifteenth century. 

Weigel considers the technic to be that of Upper Germany, but that the style 
of colouring adopted is not that of Ulm. The paper has not any watermark. An 
impression of this cut is stated by Weigel and Bartsch to be preserved in the 
Imperial Collection at Vienna. 

In " Die Holzschuitte des I4und 15 Jahrhunderts in Germanischen Museum,** 
Niimberg, 1874, ^^^ 124th plate is a facsimile of the present engraving. Below 
the design is printed on this copy — 

*' Titelholzchnitt der Reformation des Gerichtes der Dechancy des Thumstifles 
zu Bamberg, 1488.'* 

ISi X 4f in-] [Coloured.] 
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E. I. 

CHRIST WASHING THE FEET OF HIS 
DISCIPLES. 

An Impression in Paste — "Empreinte en Pdte^' — *^ Teigdruck.^* 

SECOND HALF OF THE FIFTEENTH CENTURY. 

UPPER GERMANY. 

^HJS is an example of a little understood process of taking 
1^ impressions from a metal plate engraved in relief. Spe- 
if^ cimens illustrative of the method of proceeding therein 
adopted are extremely scarce, and such as have reached our 
own time have undergone such changes and deterioration as 
oflen to render the subject even of the compositions diffi- 
cult to make out. Under the title *^ Empreintes en P&te,** 
Passavant,^ who has more fully described these peculiar 
'^ prints than any other writer, notices three varieties of 
the process of producing them. Of one only of these varieties does the Museum 
possess an example ; hence we are here confined to its description alone. 

At first sight the print before us exhibits but an indistinct design formed out 
of an elaborately involved series of lines of a deep ochraceous hue running over 
a ground of vandyke-brown colour, or a thin layer of asphaltum, bitumen, or 
animal glue. This design is enclosed within a running border of leaves, at the 
four angles of which border are rosette-like ornaments. The entire composition, 
which is somewhat irregular in its boundaries, averages 4^ inches in height, and 
2|- inches in breadth. Of these dimensions nearly |-tbs of an inch are occupied by 
the border. There is a margin of about |^ths of an inch wide of clear paper on 
three sides of the impression, and one of ^th to |^ths of an inch on the right hand 
side of it. At the extreme edges of the top and bottom margins are perforations 
made by a needle, with which the piece was sewn to the inner portion probably of 
the vellum cover of an old book. 

On close inspection of the print in a strong light, the general forms of the 
design are capable of being made out with a little trouble. The subject repre- 
sented appears to be our Lord washing the feet of His disciples. Standing 
figures of four of the latter are visible in the background ; the heads, encircled by 
plain nimbi, being clearly to be made out In the foreground to the right is 
another disciple, who is seated, and whose feet Christ is washing. The cruciform 
nimbus around our Lord^s head is distinctly visible. 

The forms and contoiu^ are defined by the light ochre-like portions of the 

* " Le Peintre-Graveur," vol i. p. 102. See also " Die Anf^ge der Dnicker- 
kunst, etcV* von Weigel und Zestermann, vol. ii. p. 33 1 . 
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imprint, within which are the superficial masses of the darker bitominous-like 
matter. The materials through the aid of which the imprint has been perfected 
must have been of a thick pastj, or glutinous character. These materials have 
cracked, peeled, and powdered away from the effects of time, damp and friction, 
and thus the appearance the specimen now presents must be very different from 
that which it once exhibited. 

Passavant makes (vol. i. p. 103) the following observations on examples of and 
the method by which this variety of impression was produced — 

*^ This very peculiar style of engraving comes before us in certain impressions 
(of rather coarse character) in relief on paper, which belong to the second half of 
the fifteenth century, and of which some examples have reached us pasted on the 
covers of books coming from Upper Germany. 

*^ Their in general bad state of preservation scarcely allows of our forming a 
correct opinion as to how they were originally executed, but it is an error to sup- 
pose that they are impressions in sulphur on paper, since a number of these prints 
— particularly of those belonging to the Oettingen-Wallerstein collection in the 
ch&teau of Mahingen — ^become dissolved — so to speak — when water is employed 
to detach them from the covers of the books to which they are attached, while such 
as have been separuted dry remain intact. 

" From our own investigations in connection with certain well-preserved speci- 
mens, it appears to us that the procedure adopted was as follows. The metal 
plate, the intagliate parts of which had been previously filled with a coloured 
preparation — most frequently black, — of the consistence of paste, having been 
made warm, was impressed on paper prepared with yellow ochre, and thus the 
design came off in relief and of a dark colour. In the large masses of shadow the 
contours often become confounded together, blotchy spots taking their places. The 
face, the hands and other flesh parts were * peintes en blanc* Remains of gild- 
ing inform us that gold was used for certain ornaments, and we find in one 
instance that some metallic powder or a solution of copper was applied to the 
print. This application has not been preserved in the greater number of prints, 
which have a dirty and brownish tint.'* 

The present example was purchased at the sale of the collection of the Messrs. 
Smith in 1 845, and when received was fixed on an old board, and accompanied by 
German woodcuts in a portfolio. 

[4tV X 2|-in.] 

E. 2. 

SAINT PETER MARTYR. 

Forms detached Black from a White Oround. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 404, Weigel.) 

|T. PETER MARTYR stands erect, directed in action towards the spec- 
tator's left hand. He is draped in monastic habit, is tonsured monasti- 
cally * and bears a nimbus. Across the head from the brow to the vertex 
runs the mark of the wound by which his martyrdom was effected. The 
Saint holds upright a short broad sword in the right hand, and a book in the left. 

^ On the *' tonsure monastique ** and the tonsure '^ du clerge Soulier,*' see 
Cahier, op. cit. vol. ii. p. 773. 
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BLAOK ON A WHITE OBOUND. 315 

As a whole the design may be described as in black relieved by a white gronnd; 
some of the forms nevertheless are given by white lines on a black ground. Such 
latter forms being seen, e.g. in the* folds of the drapery, features, hair, wound of 
head, &c The foreground consists of tufts of grass — black — ^relieved from a white 
ground. 

The design is enclosed within an ornamental frame work or border J-ths of an 
inch wide. Along the centre of this border runs a sinuous branch bearing alternately 
sessile, crenate, and recurved leaves which come black off a white ground. All 
the whites in this print were in relief on the original metal, which is believed by 
Weigel to have been engraved for the purpose of producing some form of an im- 
pression in paste or teigdruck. 

The present impressioo is a comparatively modem one, worked off simply in a 
thick black ink. 

^[4 X 2 J. in.] [Uncoloured.] 

E.3. 
THE LOVER. 

Forms detached Black from a White Oround. 

LAST QUARTER OF THE FIFTEENTH CENTURY. 

GERMANY. 

(No. 405, Wbioei.) 

(N the middle of the print stands a young man stiffly erect and looking 
towards the spectator*s left hand. He is draped in the costume of one 
of the better classes, or is even fashionably attired in relation to the 
_ taste of the time. His well- fitting surcoat — slit at the side — reaches 

in systematically arranged folds to the knees. It is tightly drawn in at the waist 
and retained over the hips by a girdle which the wearer holds up with the left hand. 
The youth has on tight hose and beaked or long-pointed shoes. On his head is 
a flat cap having long pendent strips of drapery, which fall to the shoulders. ' 

The foreground is a grassy flowery bank. The background is enfloriated with 
stalks and flowers, black on a white ground. From the young man*s right hand 
runs a long scroll which curving over his head descends behind him to a level with 
the calves of the legs. On this scroll with a wlute ground is the following inscription 
in well engraved black Grothic characters — 

** libe iist Cine (arte qtial* mnei nici)t tDei00 a$ Heme i0t tmU" — U. *' Love 
is a great sorrow. Happy is he who knows nothing of it." 

At the bottom of the print on a white margin immediately below the fore- 
ground are the words in large Gothic characters— 

"tie ttbe tpil mi martil.''— 1>. " Love will kill me." 

The original metal plate from which this comparatively modem impression has 
been taken is supposed by Weigel to have been engraved for a like purpose as was 
that of E. 2. The design and execution are yery much those of a goldsmith 
engraver. 

The print is alluded to by Passavant (vol. i. p. 234), who heads his account of 
it and of another print of the same kind with the title ** Figures en noir sur fond 
blanc.** He continues, "a very singular kind of engraymg is that which causes 
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figures to be relieved in the guise of silhouettes with white hatchings from a gronnd 
equally white. Two prints in this manner belong to the collection at Cobuig.^ 
(Op. cit. i. p. 234.) 

Weigel also describes this print of the " Lover '* (No. 405, vol. ii. p. 334)- 
[3j- X 2| in.] [Uncoloured.] 



E.4. 
THE ANGELIC SALUTATION. 

Forms detached Black from a White Ground. 

LATTER THIRD OF THE FIFTEENTH CENTURY. 

GERMANY. 

FACSIMILE by the " Amand-Durand " process of an unique print 
in the possession of Baron Edmond de Rothschild. 

In this work a very peculiar method of technical execution has be^i 
adopted. The chief forms may be stated to be black relieved from a 
light ground, while the secondary forms are practically evolved light from a dark 
ground. The original engraving was on metal of a soft character. 

In the technical execution of the engraving the parts of the design intended to 
appear light in an impression on paper were left in relief, and the dark parts were 
engraved in intaglio. The intagliate engraving may be seen to have been worked 
in parallel lines, cross-hatchings and dots. These cut out or hollowed parts of 
the metal received and retained the ink when the plate was made ready for printing 
from, while the parts in relief lost it as the plate was subjected to the usual prepa- 
ratory cleaning. In some portions a close resemblance to the maniere criblee has 
resulted, as also a general similitude to some of the more elaborately wrought 
sepulchral brasses. 

The chief part of the composition is occupied with the subject of the Angelic 
Salutation which is represented as taking place within a room, the entire fivnt of 
which is open to the spectator. The Virgin kneels at a desk on our .right hand, 
and turns round towards the Angel who has entered on the left and kneels before 
Mary. From his right hand runs upwards a waved scroll, on which are the words 
in Ghothic characters — 

** 9t)e 0tatta plma Hotninue tecum/* 

A vase with a lily stands on a table behind and between the Angel and Mary. 
Above ait the apex of the pointed and double slanting roof appears the bust of God 
the Father frojn the clouds, from beneath which runs a ray of light downwards 
to Mary. At the end of this ray near the Virgin, and just touching the flower of 
the lily, is the Third Person of the Trinity in the form of a Dove, having a cruci- 
form nimbus around the head. Between the Dove and God the Father is the 
Second Person of the Trinity descending, lying upon the ray in the form of a small 
un draped figure bearing a Cross. Around God the Son's head is a cruciform 
nimbus. Above the roof the scene of the '* Visitation ** is represented on the left 
hand, and that of the " Nativity ** on the right. In the middle high up between 
the two is the Angel appearing to the Shepherds by night He holds in his hands 
a scroll, on which is inscribed in an obscure and contracted manner, ** Gloria in 
Excelsis Deo.** These upper compositions are both small and.inferior in artistic 
characters to the larger ^* Salutation ** below, which in pose of the figures and in 
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the cast of the draperies, as also in the work of the nimbus and of the ornaments, 
displays much feeling and grace. 

The parqueted or chequered floor or gaufre-like ground to the chamber has 
been sjmmetricallj and carefully worked out, though it is mechanical enough, and 
the lines so entirely wanting in perspective that the whole hangs like a curtain^ 
or as the diapered background of the old illuminations, instead of receding. 

[lOr X 7|-in.] ' [Uncoloured.] 



E. 5. 
WHOLE-LENGTH PORTRAIT OF 
MARTIN LUTHER. 

SECOND HALF OP THE SIXTEENTH CENTURY. 

GERMANY. 

ARTIN LUTHER, bareheaded, draped in a preaching gown and wear- 
ing large boots — the conventional Luther habit — stands erect, looking 
towards our right. He holds with both hands a book open, on which 
is inscribed — 

" In silentio et spe erit fortitudo Testra — ^virtus mea in infirmitate perficetur." 

The figure is placed under a simple decorative archway, having a short sup- 
porting column on each side. On the capital of each column is a Genius bearing 
a shield. The shield on our left has on it the crossed swords of Saxony, that on 
the right a heart with a cross in it — called by some the arms of Luther. Below on 
a narrow scroll between the feet of the figure are the words mabti lcthb in 
small black Roman capitals on a white ground. Between this scroll and the lower 
margin of the print is the mark of Lukas Cranach, a winged serpent, here white 
on a black ground. On a small block between the right foot of the figure and the 
base of the lateral column are T K as open letters — white on a black ground. 

A narrow black border line encloses the composition. 

[6 X 3i in.] [Uncoloured.] 

E. 6. 

WHOLE-LENGTH PORTRAIJ OF 
PHILIP MELANCTHON. 

SECOND HALF Of THE SIXTEENTH CENTURY. 

GERMANY. 

lELANCTHON stands erect beneath a purely conventional and decora- 
tive archway supported by lateral columns, all after the same style as 
that of the architectural and ornamental vagaries of E. 5. He is bare- 

headed and draped in a loose, long coat with large sleeves, upright 

coUar of fur, and with fur borders running down in front along the edges of the 
coat 
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Melancthon holds open with both hands a book, the inscription on which is in 
parts only satisfactorily decipherable ; it ends with the words ^* ora et labor/^ On 
the capitals of the columns are Genii with shields, as in £. 5* On the shield on 
our left is the Saxon ** Rue,** the arms of the Dukedom of Saxony. On the shield 
on the right is the brazen serpent on the tau cross. On a narrow scroll below, 
between the feet of the figure are the words philip mblan in small black Roman 
capitals on a white ground. On the upper face of a block between the left foot 
of the figure and the base of the column are I K as open letters — white on a 
black ground. 

Between this scroll and the lower margin of the print is the mark of Lakas 
Cranach, as in the print just described. A narrow black border line enclose the 
composition. 

[6 X 34: in.] [Uncoloured.] 

At first sight it would appear that the original metal plates (or wood blocks ?) 
from which the present impressions were taken, had been engraved in one and 
a like manner, as was the plate which yielded the impression of the Angelic 
Salutation, E. 4. But an examination of the versos of E. 5 and E. 6 will show 
that such was not the case. In the present instancer— E. 5 and E. 6 — the darks were 
left in relief on the original, and the lights were engraved in intaglio. In £. 4, 
as stated, the reverse method was adopted, i.e. the darks were engraved en taille 
douce, and the lights en taille (TSpargne, A point of uncertainty, however, exists as 
to whether the original engravings of these two prints, E. 5 and 6, were on metal 
plates or on wood blocks. 

Impressions (E. 5, E. 6) were described by Bruillot (vol. ii. No. 2587 [E. 6]), 
by Passavant (vol. i. p. 101 [B. 5 and 6]), and in Nagler*s " Monogrammisten ** 
(vol. V. No. 741 [E. 5 and 6]). Bruillot described E. 6 as being from wood; 
Passavant as '* certainly from metal.** In Nagler they are stated to be metalUchnitte. 
To the latter statement is added the information that, " according to Bomer the 
blocks (Stocke) were not worked for the purpose of yielding impressions with black 
colour on white paper, but for bookbinders to use in ornamenting the covers of 
books ** (op. cit.)> On the whole we lean to the opinion that the originals were on 
metal and not on wood. 

In the following prints included under E. 7 and E. 8, it may be observed 
that the contours, forms, and lights of the designs come ofi* white from a black 
ground. 

In E. 7 the original engraving was we believe effected on a soft metal plate, 
while as respects the members of E. 8 it was carried out on wood blocks. In both 
instances, however, the technic was that of copper-plate engraving, or was en taille 
douce, and not either in relief or en taille d^epargne. When the originals were 
inked, however, care was taken that the surikces only should receive and retain 
the ink, the intagliate portions being kept free and clean, so that they might work 
off light in the printed impressions. It should be borne in mind that in ordinary 
engraving in intaglio on metal or en taille douce, the hollowed out parts receive and 
retain the ink and work off black from a light ground ; here it is the opposite. 
Further, in ordinary wood engraving, though — as here — the cut out parts arc 
kept &ee from ink, they can scarcely be said to bestow the forms which are the 
result rather of the parts left standing in relief, and which become inked in the 
process of printing, and dark in the worked off copy. It should be remarked, how- 
ever, that in both cases it is the intention of the engraver to produce the design in 
black from a light ground, but that in effecting it he follows in each case an opposite 
method. In the prints now before us, the object sought was to produce the de- 
signs in white off a black ground, and to effect this the turfacei were printed firom 
in both instances. 
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The process is negative as respects the inking in E. 7, and negative as regards 
the actual engraving in £. 8. 

Both metal plates and wood blocks printed off with these negative intentions 
must have been inked and worked off in the typographic manner. Why such a 
peculiar and negative style — as M. Hymans has appositely termed it — should have 
been adopted, is difficult to say, unless we accept the theory of Hofmann. 

In Naumann^s " Archiv fur die Zeichnenden Kiinste" for 1867 (Dreizehnter 
Jahrgang, S. 93) is a communication from this writer on ** Ein merk wUrdiges 
Blatt des Meisters von 1466 nebst photographic.** The print in question is de- 
scribed as one of octagonal shape in which the forms come off white from a black 
ground, a result evidently produced with the intention that the light and not the 
dark parts should be indicated by the technic. 

** While ordinary engraving simulates — so to speak — the work of pen and ink draw- 
ing on white paper, here we have the imitation of drawings in white on a dark coloured 
paper, and of such as are not unfirequently met with belonging to the 1 5th and 1 6th 
centuries " (p. 94). ..." The delicacy of the technic inclines one to the belief 
that it was produced on a plat« of silver, a metal unquestionably used by the early 
engravers, who proceeded from the corporation of goldsmiths. Not anything is 
easier to blacken than silver ; let us assume then that our engraver had a blackened 
silver plate before him, then the work of the point or needle would be that of lay- 
ing bare the plain or shining metal, and at the same time to afford the engraver an 
idea of the character of the impression which would be obtained. Without wishing 
to maintain that the print was positively so produced, I would nevertheless point 
out what a difficulty it must have been for the earlier workers to have conceived 
the engraved metallic shining lines appearing as black printed ones, and how they 
must have striven to overcome this difficulty, a difficulty they could not obviate by 
a knowledge 6f any traditional method of procedure. Xhrough the not uncommon 
— at that time — style of drawing heightened with white, and through a like effect 
produced by shining point work on a blackened metal plate, or point work on a 
polished one reflecting a dark object only, the idea might have been easily obtained 
of arriving at a similar effect by working off impressions in white colour." 

Two impressions of the engraving illustrating Hofhiann*s paper are known, one 
example is at Darmstadt, the other is at Basle. Actual white colour appears to 
have been used in the printing, since the lights are stated to be impasted and raised 
above the dark ground. Hofmann continues — 

^ Though before stated that not anything similar is known, nevertheless the 
Saint Dorothea of the Brussels collection, described and illustrated by a facsimile 
two years back by M. Hymans, in the ' Documents Iconographiques,* must not be 
ignored. 

" The learned Belgian investigator points out that in this example we have only 
an impression from a copper- plate worked off by the ordinary typographic press, 
and he has employed the happy term, * negative impression * in connection with it, 
but which expression, however, is not applicable to the specimen we have beeu 
considering . . . The typographic press ceitainly offered the readiest means of ob- 
taining from copper-plate engraving the effect of a drawing, heightened with white, 
without the use of white colour ; all that was necessary was to place under it an 
engraved plate prepared with a like intention as was the one under consideration, 
one m which the lights instead of the darks should tell. Still, of such a print the 
only example known by me is that which H. Hymans himself adduces. It is the 
title page [E. 7] to the rare work * S* Bencdicti Sermones pomerii de tempore de 
Pelbart de Themeswar, 1498.' (S. Graesse, v. p. 187.) Passavant (vol. i. p. 18 7) 
considers it to be a metal cut; Hymans looks upon it as an intagliate engraving on 
wood (exScutee en taille douce sur bois) or on a metal softer than copper. 

^ An impression of this print in good condition lies before me, and I hold it to 
be undoubtedly the case that here also the intention of working by the lights directed 
the graver " (op. cit. p. 97). 
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E.7. 
SAINT BENEDICT READING. 

Forms detached White from a Black Ground. 

LAST DECADE OF THE FIFTEENTH CENTURY. 
GERMANY. 

>N illustrated title page bearing at the upper part the inscription in 
large engraved Gothic letters — 

" l^omeduin He 0ancti0. ftatn^ IPctiiarti ottiini0 ^ancti JFrand^d/* 

Below this superscription is an impression from a metal plate engraved in in- 
taglio, in which the intagliate lines expressing the forms and lights of the compo- 
sition have been made to come off white from a dark ground. The plate having 
been engraved — ^previously, perhaps, having been blackened — was inked and 
printed afler the typographic manner. 

The composition represents St. Benedict sitting at a desk reading. He is 
enclosed within a circular wattled fencing, within which are also three trees and 
smaller foliage. A large tree on our right hand bears fruit like apples. Between 
this tree and one on the left descends a large bird (raven ?) from the lefl hand 
comer of the composition. A few horizontal clouds are in the sky. The Saint 
is tonsured, discalched and in monastic habit At each angle of the print is a 
circular medallion which for about one fourth of its circumference intrudes within 
the limits of the composition. The medallions at the top contain the emblems of 
the Evangelists St. John and St. Luke. Those at the lower angles the emblems 
of St Mark and St Matthew. Below, the print has in manuscript of four lines, 
the following— 

" Sum ex Libris ThomsB Farj Osterburgensis Marchiacj Cathed Ecclie Con- 
stantiensis sue centoris Emptp ibidem 48 cruciferis. 20 die January. Anno 
D. 1.5. 88." 

Then follow in two lines in manuscript, the words — 

"Loci [P] Vicinos [?] BambergC 1638." 

We assume the person here represented to be intended for St Benedict from 
the presence of the raven [?] notwithstanding that the print forms the title to a 
work by a member of the Order of St. Francis. 

"The wicked priest Florentius being filled with jealousy and envy at the 
superior sanctity of Benedict sent him a poisoned loaf. Benedict, aware of his 
treachery, threw the loaf upon the ground and commanded a tame raven which 
was domesticated in the convent to carry it away and place it beyond the reach of 
any living creature." (" Legends of the Monastic Orders," p. 24.) 

It is probable that the original print was designed to accompany some treatise 
by St Benedict 

Passavant, alluding to the print (vol. i. p. lOl), remarks — 

" On y voit un moine Franciscain lisant assis devant un pupitre, dans un jardin 
environn6 d*une haie. Dans des cercles, aux quatre coins, on voit les symboles des 
quatres evangdlistes. Li fol. Le style du travail et du dessin indique la fin du 
XV* siecle." 
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We presume that the impression of this print in the Brussels Library, a fac- 
simile of which illustrates M. Hjmans* memoir, is devoid of any title or inscription, 
since the author speaks of the work, of which the British Museum print bears the 
imprint (quoting from Passavant), as — 

" Sans doute Fouvrage Sermone* pomerii de tempore de Pelbart de Themes- 
war (1498) cite par Qraesse, Truor dee pieces raree^ tome v. p. 187, Dresde, 
1863/' 

In Rudolph Weigel^s ''Eunstlager Catalog,** 26 Abtheilung, Leipzig, 1855, 
No. 20,067, is the following title, which shows the work of Pelbartius to have b^ 
somewhat popular — 

" Pomeriu Sermonum de tempore Fratris Pelbarti de Temessyar de ordine 
minor de observantia. Hyemalis Estivalis. 3 Partes. Noribergie. J. Stuchs impens. 
A. Koberger, 1519. — f. Pomerium Senonum quadragesimalium. 3 Partes. 
Noriberg, id. eod. 1518. 19. — Stellarium C!orone benedicte Tirginis Marie, etc. 
Norib. id. eod. 1518. f. 

'* Mit dem dreimal wiederholten, Holzschnitt von A. Diirer ; die Taufe Christe, 
etc., Bartsch, App. 30. Heller, 1934." 

Both Hofmann and Hymans, as also myself (*' Introduction to the Study of 
Ancient Prints,** vol. ii. p. 74), have somewhat misunderstood Pas8avant*s views 
as to the technical execution of the present engraving. 

Hofmann remarks, ** Passavant regards it as MeUdUchniU^ 
It is true that Passavant does allude to the print immediately following an 
account of engraving on metal — ** A la mani^re des gravures sur bois,'* t. e. en- 
graving in relief on metal — ^which constitutes in &ct Pas8avant*s " metail-schnitt.** 
But, on b^inning the description of the print of St. Benedict, Passavant breaks 
off from his previous subject m the following words — 

*^ Un genre de* travail tout particuHer de la gravure sur m^tal est celui oii Ton 
grave sur la plancbe avec des traits tr^-fins, de mani^re k produire, dans Timpres- 
sion, Feffet d'un dessin fait avec des traits d*une grande finesse en blanc sur un 
fond noir.** (Vol. i. p. lOl.) 

It would thus appear that M. Passavant, instead of considering the original of 
the St. Benedict to have been a metal plate engraved in relief^ regarded it as one 
really worked in intaglio. 

M. Hymans, without actually stating as much, yet seems from the following 
remarks to suppose that Passavant considered the St. Benedict print as an example 
of a metal cut engraved in relie£ 

" M. Passavant en outre, croit que cette estampe est on produit de la graviure 
sur mi^tal. Nous ne croyons pas, pour ce qui nous conceme, que tel soit le cas, 
et si Testampe de Sainte DorothSe pr^^demment d^crite a pu nous paraitre 
ex^cut^e normalement sur cuivre et imprim^e par les proc^d^ de la taille d*^pargne, 
cette fois an contraire nous avons sous les yeux une estampe ex^cut^e — croyons 
nous — en taille-douce sur bois, ou k coup siir, sur un m^tal plus mou que le cuivre.** 
(Op. cit p. 21.) 

In truth the only difference, as it seems to us, between M. Hymans* and M. 
Passavant*s opinions is as to the original engraving being on metal or on wood — 
''en taUle-douce** — and this difference vanishes when M. Hymans concedes that 
it may have been executed, after all, " sur un m^tal plus mou que le cuivre.*' 

Accompanying the memoir of M. Hymans are two photographic copies of the 
St. Benedict print, one is given as printed off exactly in appearance like the 
original, t. e, white from a black ground ; the other is in the reverse way — black 
off a white ground. 

•*D^sirant** — writes M. Hymans — "nous rendre un compte exact du travail 
de notre planche nous en avons &it ex^cuter one ^preuve n^ative et cette 
^preuve, ex^cut^e dans les meilleures conditions par transparence, k Taide mSme 
de Foriginal appliqu6 directement, sur un papier sensiblise, nous a doiHe pour 
r^ultat un travail tellement incomplet, qu*il nous a sembl^ inadmissible que la 

T 
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planche ait 6t6 ex^cutee en vue des prdc^^s ordinaires dHmpression. Nons avons 
d*autre part constate dans 4e trait, uh ampleur et un accent, que ne donne point 
le cuivre." (Op. cit. p. 21.) 

[Entire title-page, loj- x 6{- in. [Uncoloured.] 

Central composition, 7 X 4f in. 
MedalHons i|- in. diameter.] 



E. 8. 

THE STANDARD-BEARERS OF SWITZERLAND. 

Forms detached White from a Black Ground. 

FIRST QUARTER OF THE SIXTEENTH CENTURY. 

SWITZERLAND. 

JEVEN cuts of figures in white contours on black grounds. 

The following designs represent military standard-bearers holding 
aloft banners, on which in sniall squares at the upper parts are scenes 
from the Life of Christ, the remaining portions of the banners being 
intended to represent on them the armorials of certain Swiss cantons. The can- 
tons here represented are Schwyz, Zug, Glarus, Basel, Schaffhausen, St. Gkdl, and 
Soluthiun. 

According to Passavant (vol. iii. p. 429, Nos. 1 18- 130) there are altogether 
thirteen cuts, in the series of which the present seven form parts. As he does not 
mention Soluthurn as being in the sequence there must be, we presume, at least 
fourteen cantons represented. 

E. 8. 1. The standard-bearer of Schwyz advances towards the spectator's 
right hand. The subject in the square on the banner is Christ on the Cross, 
. accompanied by Maiy and John and some instruments of the '* Passion.** The 
rest of the banner is plain, but the subject on the small square may be supposed 
to represent or answer for the Greek cross on the red shield of this canton. 
Below and between the right knee of the figure and the right hand margin of die 
print is the word SCHWITZ in Roman capitals — ^white on a black ground. 

E. 8. 2. The standard-bearer of Zug advances to the right. The scene on 
the square of the banner is a " PieUi.** The transverse bar azure of the canton 
is represented by a broad, plain, black space running transversely across the middle 
of the banner. Between the legs of the soldier is the word ZUG in Roman capitals 
— white on a black ground. 

E. 8. 3. The standard-bearer of Glarus is at rest directed towards our left. 
The subject in the small square on the banner is the ^* Resurrection." On the 
centre of the banner is a large figure of a tonsured Saint in monastic habit, and 
holding a large sword, point downwards, in the left hand. This figure b intended, 
we assume, for St. Fridolin, Abbot of Seckingen and Patron Saint of Glarus and 
of Elsaas. Near the left thigh of the soldier is the word GLARIS in Roman 
capitals — white on a black ground. 

E. 8.4. The soldier turns his back to the spectator, and looks over the right 
shoulder towards our left hand. The scene on the small square of the banner is 
the " Angelic Salutation,** and on the general field of the banner are the arms of 
Basel. Close to the left knee of the figure is the word BASEL — white on a black 
ground. Below the left foot is the date 1521. 

E. 8. 5. The soldier of Schafiliausen stands in the centre of the print, and 
looks towards our left. The scene on the small square of the banner is the 
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*'' Nativity.** On the field of the banner is a ram rampant. Below, on a line with 
the knees of the figure is the word SCH AFHUSEN in Roman capitab — white on 
a black ground. One half of this word is on one side of the body, and the other 
half on the opposite side ; below the latter half is the date 1 52 1 . 

E. 8. 6. The standard-bearer of St. Gall advances quickly towards the right. 
The scene on the small square on the banner is Christ rising from a tomb, as 
in the ** Mass of St. Gregory.** On the general area of the banner is the rampant 
bear with collar of the town of St. Gall. The words . SANT. GALL . in Roman 
capitals — white on a black ground — are between the legs of the soldier. 

E. 8. 7. The standard-bearer of Soluthum inclines towards our right hand, 
but looks the opposite way. The subject on the small square of the banner is a 
soldier adoring an apparition of our Lord. The rest of the banner is divided 
transversely into two parts, representing the gules and azure divisions of the arms 
of the canton. Below the right arm of the soldier is the word SOLOTUR in 
Roman capitals — ^white on a black ground. 

These cuts do not bear any mark nor cipher of designer or engraver ; but as 
Fassavant observes — 

** II soit indubitable qu*elles appartiennent It Urse Graf et qu*elle8 soient 
trait^ de meme mani^re que la famille du satyre (No. 1 1 6), c*est-lt-dire que la 
fond soit noir et les contours et les lumi^res en blanc.** 

The original engravings have been executed on wood blocks, the forms and 
lights being intagliate work, or work en taille-douce. The blocks were aflerwards 
inked on the surfaces only, and the impressions firom them worked off with the 
typographic press. 

The present impressions were printed probably half a century after the blocks 
had been engraved. On £. 8. 1. and 2. is the watermark of a bull*s head and 
stalL 

[7t X 4f in-] [Uncoloured.] 

E.9. 

A STANDARD-BEARER. 

EARLY PART OF THE SIXTEENTH CENTURY. 
SWITZERLAND. 

i N this cut the figure of a standard-bearer appears in the mass as black 
on a white ground. The contour lines, however, and the lights, never- 
theless are white. The original block was, in fact, engraved exactly 
after the manner of the blocks of the prints just described (E. 8.); 
but this having been effected, the background was lowered or cut away, so that it 
might not receive the ink in printing, and hence in the impression it came off 
white. 

The soldier advances towards the spectator s right hsnd ; he holds aloft a small 
banner in his right hand. Part only of this banner is to be seen ; on the lower 
portion of it is the mark of a \V • Not any date is afiixed. A black border 
line encloses the figure. 

The present cut must surely be the print by Urse Graf, mentioned by Fassa- 
vant (vol. iii. p. 430, n. 13 1), notwithstanding some discrepancies between the 
present print and his description — 

** 1 3 1 . Un porte-etendard, 

** n s'avance vers la droite, coiffo d'une barette richement oru^ des plumes 
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d^autaruche et ^lev6 de droite 'k gauche un petit ^tendard dont on ne Toit qti*iine 

partie marquee du mill^ime 1527. Sans monogramme. La figure sur fond blane 
est noire avec lea contours et les lumi^res en cieux.** 

[8 X 4j- in.] [Uncoloured.] 



E. 10 (i and 2). 
A SEPULCHRAL BRASS TABLET. 

FIRST DECADE OF THE SIXTEENTH CENTURY. 

GERMANY. 

^HE following two reduced photographic copies of a sepulchral brass 
are here noticed, on account of the marked illustration thej afford 
of the different appearances which impressions from one and ijie same 

engraved plate would present when the latter has been inked and 

printed from in opposite methods, or in what maj be termed positive and negative 
manners. Here, of course, the photographic process has been made to produce a 
similar effect, and which as presented to us may render the previously described 
examples and the comments thereon more comprehensible to the reader. 

The original brass or latten (messingen) plate is a sepulchral terral tablet over 
the gi*ave of the Duchess Sidonia (or Zedena), consort of Duke Albert of Saxony, 
daughter of King George Fodiebrad of Bohemia, ancestress of the Royal House of 
Saxony. 

This brass lies in the Cathedral of Meissen in the chapel founded by th^ 
Elector Friedrich the Brave. It bears the date 1570 as that of the year in which 
the Duchess died. The design of the work has been attributed to Albert Durer. 

The present photographic copies are a fifleenth of the size of the original metal 
plate. Accompanying them is a small tract (E. 10. 3.), having the title '* Die 
mittelalterlichen gravirten messingenen Grabplatten insbesondere in den Domen 
au Meissen und Freiberg. Von Heinrich Gerlach. Freiberg." No date, but circa 
1867. 

A prospectus (El 10. 4.), which is also associated with them, has the title, 
** Photographien von Original- Abdriicken mittelalterlicher gravirter messingener 
Grabplatten in 1 5 facher Verkleinerung. Herausgegeben von Heinrich Gerlach. 
Freiberg in Sachsen, 1867." 

In these works some interesting information b given of several important 
sepulchral brasses and their dates. From E. 10. 3. the following is extracted — 

** In the whole of the present latten sepulchral tablets the forms are repre- 
sented by contour and shadow lines, engraved in intaglio on the smooth surfiuse, after 
the manner of copperplate engraving. A plate thus engraved might consequently 
be compared to a large copperplate engraving, and must have presented a very 
fine appearance, since the engraved intagliate work was afterwards filled up with a 
black asphaltic substance, while the general surface of the plate was brightly 
polished. 

'* The inscriptions on many of these plates, however, have been produced in 
an opposite manner, since the surrounding metal or ground of the letters of in- 
scription has been deeply cut away, so that the letters are in relief, or are raised 
as in a wood engraving. This mode of representation, as one opposed to that of 
the intagliate engraving above described, may be legitimately termed ^ Metall- 
schnitt: (P. 5.) 
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** The plates here enumerated [t.e. the Meissen brasses, of which the Sidonia 
plate is one] engraved in the manner of the Freiberg sepulchral tablets, with two 
exceptions, are nevertheless distinguished in their technic by the circumstance that 
the engraved or intagliate lines do not appear to pass with sharp edges, but with 
rounded ones, into the flat sur&ce of the plate, as for example, the xjlographer 
endeavours to accomplish in delicately gradated spots. Two of these plates 
exhibit also a transition to relief work, though in a very superficial manner.** 
(P. 8.) 

[6f X 3|- in.] [Uncoloured.] 

E. II. 
A CRUCIFIXION. 

FIFTEENTH CENTURY. 

GERMANY. 

JITHER a photograph from a '^rubbing*' or an impression by me- 
chanical printing from a lithographic stone which had received a 
photograph on its surface. That the print is not a simple rubbing is 
evident frt)m its verso. 
The original engraving must have been on a metal plate. The subject is the 
Crucifixion, the general design of which is contained within an ornamental frame- 
work or border, having symbols of the Evangelists at the top and bottom, and 
figures of bishops at the sides. The latter were intended, perhaps, for the four 
Fathers of the Latin Church, though one, St. Jerome, was not a bishop. 
^ The forms come truly black off a white ground, yet certain details appear to 
come off white firom a black ground, in consequence of the smallness of the super- 
ficial area of the true ground which is present as sharp lines only, and as if cutting 
out the figures. 

The inscriptions though obscure are clearly not in reverse, but read rights and 
the Blessed Virgin is on the right hand side of the croAS. 

[11 1- X 9fin.] [Uncoloured.] 



E. 12. 

ADAM AND EVE EATING THE 
• FORBIDDEN FRUIT. 

FIRST HALF OF THE SIXTEENTH CENTURY. 

GERMANY. 

' HIS print is apparently an impression from an etched iron plate, the 
work o^ Hans Burgmair the younger. The technic has been so 
managed that some of the forms appear to come white off a black 
ground, and others black firom a white one. The dotted crible cha- 
racters of tihe background was produced probably by stopping out the white 
punctations with some fisitty matter before the mordant was allowed to act upon 
the plate. 




Digitized by 



Google 



326 EXCEPTIONAL PEOCESaES. 

The subject is treated in a somewhat peculiar manner. Adam and Eve are 
seated opposite each other on the stumps of krge trees. Each holds an apple in 
the hnnd, which they seem conversing about before partaking of it. Between 
them is the fruit tree, around the stem of which is coiled the serpent with a 
human face. The design is included within a narrow ornamental border. 

[4t X 6|in.] [Uncoloured.] 

The foUowing four prints have a very peculiar appearance. This arises from 
the circumstance that the engraved intagliate parts of the original metals repre- 
senting the lights, work off black in impressions when such plates are inked and 
printed from in the copper-plate manner. 

It should be remarked in the first place that from the inscriptions being in 
reverse, and certain right hand actions being performed with the left hands, it is 
clear that the original metal plates were simply ornamental or pictorial ones, and 
were not intended to be printed from. In the engraving of these ornamental plates 
the lights were produced by working over the metal at the proper places a series 
of small conical depressions or punctations, the polished sides of which would reflect 
the light brilliantly, if the angle of incidence of the illuminating rays was properly 
managed relatively to the point from which the spectator was to view them. 

The flat surface or ground of the metal which was unworked on would remain 
under such circumstances non-reflecting or dark. Now if such a plate be taken, 
and ink be forced into the depressions, and the surface of the plate be aflerwarda 
cleaned, such plate being printed from would yield an impression in which the lights 
of the original design would be the darks of the impressions, and the darks of the 
former would be the lights of the latter. To obtain an impression from one of 
these plates, which should present much the like effect as produced by the plate 
itself, the inking — if we may so speak— ^f the plate should be performed with a 
white or light colour, and the plate then worked off on paper of a dark ground. Or 
the plate might be inked and printed in the typographic manner, care being taken 
that the ink did not enter the engraved lines. 



E. 13. 
THE ANGELIC SALUTATION. 

SECOND HALF OF THE FIFTEENTH CENTURY. 
ITALY. 

MODERN impression from an ornamental metal plate, engraved in the 
punctiform manner. Everything being in reverse indicates tiiat the 
original engraved metal was not intended to be printed from. This 
cmrious example is noticed by Zani, ^ Endclopedia Metodica,*^ vol. xvi. 
Cicognara, "Memorie Spettanti, etc.,*' p. 93; Zanetti, "Le Premier 
Si^cle de la Calcographie," p. 142 ; Passavant, " Peintre-Qraveur," voL i. p. 357. 
The following account is taken from Zanetti, tU supra — 
'^ * The Annunciation,* by Buonincontro da Reggio. Not anything is known of 
this master except that he was a goldsmith, a native of Reggio, a small town in 
the Duchy of Modena, and flourished during the second half of the XYth century. 
Zani, when recording his name in the catalogue forming the first part of bia 
^ Enciclopedia Metodica,* promises to allude to him again in the second part of that 
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work, under the article, ' Annimciation of the Virgin ;' bnt this section has not yet 
been published.' 

** Of the works of Buonincontro we possess the present example only, and 
which, even as it seems, was not intended to appear in the fonn of an impression. 

** The angel kneels on the right ; is winged, has the head encircled with an 
aureole, a lily in the right hand, and a banderole in the left, on which may be read 
the words in reverse, in serai- Gothic characters — ' ave . gratia . plena . dominds . 
TECUM.' The Virgin is kneeling, also, on the left ; the head is veiled and orna- 
mented with an aureole ; the hands are joined, and the body is encircled by rays. 
Before her is a table, covered over with a large embroidered cloth, on which is a 
book. Above, in the centre, is God the Father in half figure, as an aged and 
bearded man, with a large aureole. Ten cherubim surround him. A ray of stars, 
or of small sparks, emerges from the middle of the aureole, arrives at the ear of 
the Virgin, near which may be seen the Holy Spirit in the form of a dove. On the 
side of the Virgin is a bed ; by that of the angel are two trees ; and the background 
is studded with stars. In the foreground is a row of plants in flower, and in the 
left hand comer a rabbit erect on his hind limbs.^ This design is included within 
two pillars or columns, ornamented with foliage interlaced with bands. On the 
capitals of these columns are two winged angels, who raise two curtains. The 
lower part where the columns rest, and which have for their bases two other 
capitals reversed, represents an uneven for^round. Above may be read the 
inscription, * bonimcoktbys db beoio fbcit,' the letters being in reverse. 

** Tiraboschi was the first to allude to this print, in the sixth volume of his 
'Biblioteca Modenese,' p. 521 ; Zani mentions it only ; Bartsch and Ottley were 
ignorant of it. Cicognara, in his * Memoires sur la Calcographie,' p. 94, inserted 
a letter of Mons. Charles Malmusi, director of the Modena Museum, giving a de- 
scription of the print in question. 

^ The latter is punctated or dotted, after the method termed Opns Mallei, of 
which we shall see other examples among the works of Julio Campagnola. The 
gradations of shade and of light are indicated by the density and contiguousness, 
more or less considerable, of the punctations. But the peculiarity which specially 
distinguishes this print is the circumstance that, instead of the shadows appearing 
dark, it is the lights which are punctated, and in such manner that to produce the 
usual effect in an impression it would be requisite to print off the plate in white on 
a dark paper. This peculiarity is the more striking since the contours of parts 
which should be in shadow are entirely wanting; by this a very disagreeable effect 
is produced, particularly in the case of the hands and the faces of the figures. 

*^ The plate from which the present impression was taken was of laitan, and 
belonged to the late Abb^ Bianconi, secretary tx) the Academy of Fine Arts at 
Milan. The mechanism of the engraving, and the reversed state of the letters of 
the inscriptions, appear to indicate that the plate was not intended to be printed 
from, but only to be gilt or filled with some whitish substance throughout the 
entire punctated surface. This hypothesis assumes more probability on observing 
that a silver hook was soldered to the upper part of the plate, which latter had also 
a staple at the lower portion, by which a lamp might be affixed. In fact, it was 
found in a monastery, where for several centuries probably it was used in Service, 
and from whence it was not removed until the beginning of the present century. 
Opportunity was then taken to work off a small number of impressions, of which the 
example we are now describing was one, and which is perfectly fresh and well 
conserved.** (Op. cit p. 142.) 

[13|- X 12 J in.] [Uncoloured.] 

^ Not any further notice was accorded to this print by Zani that we can dis* 
cover. 

^ On the rabbit and hare as emblems see Cahier, op. cit. vol. i. p. 46. 
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E. 14. 
CHARLES THE FIFTH. 

SIXTEENTH CENTURY. 

GERMANY. . 

MEDALLION portrait of the illnstrious Charles V., Emperor of 
Germany and King of Spain, bom at Ghent in 1 500, and dying at the 
Monastery of St. Just in Estremadura, in the year 1 55^* 

The portrait is nearly a half-figure directed towards our left. 
The Emperor is bareheaded, but has a wreath of laurel leaves aroimd the head. 
He is clad in armour, the breast plate being ornamented in arabesque. Around 
the neck is the ribbon and order of the Golden Fleece. A scarf crosses the 
breast. The Emperor bears erect a double-edged straight sword in the left hand, 
and rests the right hand on the top of an imperial orb. The portrait is included 
within a circular ornamental border. Across the medallion at the upper part, on 
a leyel with the nose and ear of the figure, is the inscription — 

CAROLVS • V. • IMPER 
in reverse. 

In the impression before us, the lights of the original engraved metal plate have 
become darks, while the shadow gradations are lights in prdportion. The actions 
— ^it should be noted — are in reverse ; the pose is to the left, the sword is held in 
the left hand, and the inscription above is in reverse. The technic is after the 
maniere pomtillee^ even the lines of the armour are only apparently continuous, as 
an examination of them with a lens will show. 

The paper is old book paper having a bull's head, stalk and star for water- 
mark. 

The medallion was evidently engraved as an ornamental plate only, and was 
not intended to be printed from. 

[Diameter of circle 5 j- in.] [Uncoloured.] 



E. 15. 
A DUKE OF SAXONY. 

SECOND HALF OF THE SIXTEENTH CENTURY. 
GERMANY. 

PORTRAIT of John Frederic, Duke of Saxony. 

The figure is scarcely more than a bust, in action directed towards 
the left, the arms being raised and placed on a table in front of the 
figure. A half open book lies between the hands on the table. The 
UuRe wears a small flat cap and a rich brocaded surcoat, over which is a broad 
fur collar. Narrow ruffles encircle the wrists. On the background above the 
right shoulder of the Duke is a shield with shield of pretence, whereon are 
blazoned the arms of Saxony, &c. 
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Above the I>iike*8 head are three lines of inacriptiony the letters being small 
Ronuui capitals in reverse, viz. — 

''Deb obbbchts icus til lbidbn. Abbb deb Hbbb 
hilft ihm ays dbm allen. 
Psal: 34," 

Below the figure on a broad margin are five lines of inscription to the follow- 
ing effect, in smidl somewhat ornamental Gothic characters in reverse— 

<'Z)etS>ur4Iau4ti00t K^o^fldboniJFiirtft imn Q^errtlt^m 3[o|mii0 JFriHeticI^ K^ertjoa 
fu 6ac^0m tmH cebomer Ci^ibfiiuft Lantieetab? in Z)iidn0en imH iffisxMttL\Ji nt 
iWe;00m i0t um€^onabenli0lien 3 taa Hes iStmien intiem 1554 i^wce nt QOlerinaf 
0eliali4 in <Sott cnt0c|^laft/* 

On the background above the left shoulder of the figure is the date ISSS ^ 
reverse ; below this are the capital letters i k in reverse. 

The reversed position of the letters of inscription and the character of the 
technic indisputably show that the original metal plate was an ornamental or 
pictorial one, and not one engraved for the purpose of being printed from. 

The engraving was effected d la maniire pointilUe, the punctations being very 
dense and contiguous in the higher lights, which circumstances have rendered the 
latter very dark in the impression on paper. The letters of the inscriptions even 
have been engraved mainly in the same manner, though here and there, perhaps, 
a line may be discovered. 

[8J. X 6 in.] [Uncoloured.] 

E. 16. 
PORTRAIT OF LUTHER. 

SECOND HALF OF THE SIXTEENTH CENTUKT. 

GERMANY. 

BUST portrait of Martin Luther, bom at Eisleben in 1483, and 
dying in 1 546. 

The figure is turned towards our right hand, the arms being 
_ nused and placed on a narrow table or ledge in front of the figure. 

An open book lies between the hands. Luther is bareheaded and wears a preacher*s 
gown. On the background over the right shoulder of the figure is a shield sus- 
pended by an ornamental hanging. On this shield is a rose within a cirde, in the 
middle of the rose is a heart, and within the heart is a cross. On the opposite side, 
over the left shoulder, is a similar shield hanging, the shield, however, bearing an 
"Agnus Dei." 

Between the ornamental suspensories of the shields are the following words in 
two lines, in small Roman capitcJs — 

" Festis bbam vivus 
mobibns bbc mobs tua papa.** 

Below the shield on our left hand is the date 1 550, and under this are the 
capitals i k. The letters and numbers are all in reverse. 

On a broad margin below the narrow table or ledge on which the arms of the 
figure and the book rest is the following inscription in small Grothic characters, in 
five lines and all in reverse — 

** BBst €idgti voiBtte Hidcn i|^<CESUr9 oehiin iaS>%U Hbsac Hen mitt taa tie0 
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Q?om&n80 iet Her {teniae Hoctor iWtattimuar tutf^et epi Ptoi^et Be0 Deut04en 
HaiOie^ al0 er Itiit alt 5u ®i00febeim in (S^ott tierdti^mieit." [Wc] 

The technic of the original engraved plate from which this impression was 
taken was like that of the last described print, and the plate was similarly an 
ornamental or pictorial one, and not intended to be printed from. 

On the present example, as in the preyious one (E. 1 5), are the small capitals 
I K below the date. These letters it is probable refer to Hans KeUertaler or 
Kellardarler, a goldsmith engraver at Dresden, working during the second half of 
the sixteenth century. 

On the print of the Emperor Charles Y. (E. 14), these letters are absent, 
but it is most likely that the original work was produced by the same master. 

Concerning the Eellertalers, goldsmith engravers of Dresden, Nagler*8 " Mono- 
granunisten,'* voL iii. p. 443, No. 1 1 76, may be consulted. 

[6|- X 4f in.] [Uncoloured.] 
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APPENDIX. 



HE series of prints from the copper plates of the Corona 
LucU of Aiz-la-Chapelle, described on pages 1 5 to 30 in- 
clusive, was stated (p. 24 and note 2) to form '* a sequence 
of impressions from the oldest engraved copper plates which 
have as yet been printed from, with one limited exception.** 
This exception has now to be described. The specimens 
illustrating it came before notice only after the MS. of 
the foregoing pages was in the hands of the printer — too 
] of allusion to them except in the form of the note above 

referred to. 

The date of the engraved copper plates of Aix-la-Chapelle may be placed at 
about the beginning of the latter third of the twelfth century. The impressions 
now before us have been printed from metal plates which bear a date coming 
within the first third of the same century. The latter plates formed the 
front and back of the upper part of a processional Cross, which in its foundation 
was of wood, probably. Over the front and back of the upper or true cross part, 
these metal plates were fastened ; holes once admitting the screws being now 
seen as white circular spots on the edges of the impressions, particularly in the 
impression from the plate which overlaid the back of the true cross portion. 



Appendix i, a. 

[he impression of the upright limb of the Cross measures l3|-in. in 
height, by l|- in. in width ; the transverse member is 9 in. long by If in. 
broad. These dimensions are added to slightly in the impression from 
the baekplate by an edging of the metal which was turned over and 
fastened to the slightly bevelled edge of the foundation material of the Cross — 
whatever that may have been. At the bottom of the upright limb both of the 
back and front plate projects a tang three inches long, which may have been fixed 
externally around the top of the supporting staff of the Cross. 

The impression (App. 1, a) from the front plate of the Cross presents the 
following appearances. At that part of the upright limb where the cross- 
beam traverses it Christ is represented, seated on a bow within an elliptic aureole 
3|- in. high, by 2^^^ in. broad at the widest part. A cruciform nimbus is over 
our Lord^s head; He raises the left hand in benediction, according to the Greek 




Digitized by 



Google 



334 APPENDIX. 

manner, and supports with the other hand a closed book on His right knee. Our 
Lord is draped in a tunic girded at the waist. Above His left shoulder is the 
Greek A and over the right one the a. Below the figure of Christ is an effigy of 
the Evangelist St Matthew. He appears as an angel youth supporting a book in 
the left hand and raising the right one until it touches with the tips of the fingers 
the lower acuminated end of the elliptic aureole of the Saviour. The head with 
nimbus is thrown back as the Evangdist looks intently up at Christ. St Matthew 
is draped in a close-fitting tunic, girded at the waist, and stands with bare feet on 
the upper part of a circle or sphere, which is cut off horizontally above the lower 
end of the upright limb of the Cross. A space is thus formed between the circle 
and the end of the Cross on which are represented two short staves flory en saUire, 

In the triangular space at the top between the staves is part of a date (in 
reverse characters) viz. : — m * c ; in the triangle on our right hand is the second 
part, viz., — x x, and on the left is the remaining portion, viz., viiiL, i.e. = 1 1 29. 
At the lowermost portion are the 'words "IHse. Aprl — ^* i.e. mensse Aprilis. 

On the tang below, at the end of the Cross, is the following inscription in con- 
tracted forms, in Roman capitals — 

'* YOS . QUI ICE ymETIS . BOOATB DEUM . PRO BO . QUI ME FECIT." 

Abovtf the figure of the Saviour is the creature-symbol of St. John. The 
eagle's head, with nimbus, is directed upwards towards heaven, to receive with 
opened beak the divine afflatus or inspiration. In the claws below is a closed 
hook. 

On the transverse limb of the Cross are the creature-symbols of St Mark and 
St Luke. Along the edges of the limbs of the Cross runs a *' keyset ** border, 
rather more than the eighth of an inch wide. 

The figures and accessory forms are in outline only, the masses coming ofiF 
white from a dark ground. The general ground is rendered dark in tone by an 
ingrain of minute circles all over the face of the original metal. 



Appendix i, b. 

^HIS the impression from the verso plate of the Cross presents a rich 
effect from the general work, though the human figures on it are of 
very mediocre character. 

On the surface of the limbs of the primary or actual Cross a second 
and much smaller Cross is represented lying. The members of this secondary cross 
are |ths of an inch wide. The upright limb stops at nearly 3 inches from the top of 
the primary Cross, and at 2 inches from the bottom of it. The transverse limb is 
short of the primary Cross at each end l|^ths of an inch. In the spaces thus left 
between the under and overlying Crosses are figures. Above is the figure of an 
angel, holding in the left hand a dependent thurible by the chain, and in the right 
a crosslet fitchy. At the bottom is an undraped male figure, seated, raising his 
hands, and looking upwards. By his right knee are the letters aba in reverse, 
which imply probably abam. Within the space at the end of the transverse limb 
on our right is a bust of the Virgin; in the space on our left is a bust of 
St John. 

The figures and forms are, as in those of the other impression, in outline only, 
and come off light fi:om a darkened groimd, the latter being deepened in tone by 
ingrained circles. 

The secondary Cross is defined by a narrow double-lined edging. Over the 
face of the limbs runs a series of large eight-rayed floral ornaments, there being 
eight on the upright face, and six on the transverse one. 
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Much of the richnesf of effect which appears in this impression (App. 1 , b) is 
dne to the fond 9ale and burr resulting from the oxidation which the metal 
edging of fixation has undergone. This edging, with its soft, dark, yelvety burr, 
throws up the engrayed Cross in an artistic manner. 

[With tang 1 7 x 9 in.] [Uncoloured.] 



Appendix 2. 

{Antea^ page ^2, A Z') 

(N the sale catalogue of the collection of engrayings belonging to 
Franz Josef Grafen yon Enzenberg, disposed of at "Vienna in March, 
1879, the following item occurred — 
" No. 246. WoLTGAMG AuBiFABBB, 1477. Marj with the Child 
adoredbj the Abbot Ludwig. Bart8ch,x.p. l6. 13. A yery fine and extremely 
rare impression from the original plate, loith the decorative passe^parUmtr 

(The italics are our own.) We regret not having had an opportunity of exam- 
ining this particular example. 




FINIS. 
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Jbbot LUDWIG, 42, 

43. 

Abraham, 211. 

Adam, 334, 

Adam and Eye, 325. 

Agaiha, St, 1 29. 
Aja, 105. 

Alfonso, Duke, 130. 
Alvin, 51, 198. 
Ames, 183. 
Andrew, St, 96. 
Angelico, 5, 6. 
Angelo, Michael, 6. 
Anna, 92. 

Anthony, St, 97, >33i259, 277- 
Apollonia, St, 159. 
Astle, 183. 
Angsburg, 5. 
Angus tine, St, 161. 

Baldus, 84. 

Bi4>tist, John the, 252, 253, 254. 

Barbara, St, 115, I16, 131, 135, 158, 

279. 
Barbarossa, Frederick, 24. 
Beatrix, Empress, 26. 
Beaumont, Sir George, 206. 
Bechemsted, 202. 
Becker, 78, 302. 
Benedict, St, 320, 321. 
Berjeau, 174. 
Bernard, 54. 

Bemhard, St., of Qair^anx, 99, 260. 
Beriihardino, St., of Siena, 98. 
Bernhardinus Milnet, 99. 
Bethemsted, 202, 205. 
**Beths,"20l,205. 
Bejschlag, 198. 
Bianconi, Abb^, 327. 
Birkenstock, 195. 
Bocholt, Franz von, 9. 
Bock, Dr. Fr., 15, 16, 1 30. 



BotticeUi, 6. 

Bradahaw, 21 8. 

Brentano, Madame, 195. 

Bridget, St, of Sweden, 280. 

Brigida, St, of Kildare, 159. 

Brigitta, St, 196. 

Britton, 83. 

BruUiot, 318. 

Biichling, 308. 

Bnonincontro da Reggio, 326, 327. 

Borgmair, 325. 

Cahier, the Abb^, 8. 

Caiaphas, 232. 

Campagnola, 327. 

Carpenter, 177, 180, 242. 

Caraglio, 242. 

Catherine, St, of Alexandria, 117, 118, 

119, 120, 131, 136, 158. 281, 

282. 
Cebes, 306-308. 
Charlemagne, 26. 
Charles V., 328. 
Chatto, 196, 203, 204. 
Christ, 212. 

Christopher, St, lOO, lOl, 102, 261. 
Christus, Petrus, 193. 
Cicognara, 326. 
Cimabue, 6. 
aark, 145. 
Cleodolinda, 105, 263. 
Cracherode, 182. 
Cranach, Lukas, 317. 
Crapelet, 195. 

Dante, 6. 

Dayidson, Dr., 58. 

Davis, 148. 

Da Vinci, 6. 

De Bruyne, M. Aug., 49. 

De Flenrj, Rohault, 154. 

Delaborde, Henri, 50, 72. 
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Delaborde, L^n, 195, 203, 204, 206, 

207. 
DencHau, 7^9 3^2. 

Dibdiii,Dr.,7i, 78,164, 174. 191,198. 
Didot, F., 54. 
Didron, 8, 19, 26, 2 13. 
Dismas, 82. 
Docen, 209. 

" Doctor Mellifluus,*' 261. 
Domenichino, 130. 
Dominic, St., 5, 285^ . - 
Dorothea, St., 121, 158. 
Doroth^e, Sainte, 321. 
Duke of Saxonj, 328. 
Dupre, Jean, 54, SS- 
Durer, Albert, 9, 254, 297, 321, 324. 
Duvet, 130. 

Eastlake, Ladj, 8, 146. 
Eckert de Homberch^ 192. 
Elizabeth, St., 247. 
EUis, F. S., 96. 
Erasmus, St., 1 33. 
Ernst, 26^ 

EngeniuB, Pope (1440), 147. 
Ejck, Van, 5. 

Falkenstein, 174. 

Ferrari, Gaudenzio, 8a. 

Fleury, Rohault de, 8. 

Florentius, 320« 

Florian, St, 263. 

Foillian, St., church of, 29. 

Francia, 6. 

Francis, St, of Assisi, 5, 103, 104, 212. 

Frederic Duke of Saxony, 328. 

Fridolin, St, 322. 

Frisi, 81. 

Gaignat, 177. 

Gamundia, Johannes de, 302. 

Gaudenzio Ferrari, 8a 

Gayler von Keysersberg, 190. 

Geifcken, Johannes, 58, 294, 296. 

George, St«, of Cappadocia, 1 05, 263. 

George, St. (and the Dragon), 2o6. 

George III., King, 177. 

Geiiach, H,, 324. 

Gervais, St, 170. 

Gesmas, $2. 

Giotto, 8, 80. 

Graesse, 319, 321. 

Graf Urse, 323. 

Graves, R. E., vii. 

Gregory the Great, 5. 

Grimm, 189. 



GroBse, 308. 
Griininger, 164, 190. 
Guido, 128. 

Hans Burgmair, 325* 

Hans Hauser, 3 10. 

Hans Kellertaler, 330. 

Hans Schlafer, 296. 

Hans Schawr, 296. 

Hector Schofler, 237. 

Heinecken, 174* 

Heller, 168, 173. 

Henry 11., Emperor, 3 10. 

Herodias, 253. 

Hertwig, Abbot, 25. 

Hezilo, Bishop, 25. 

Hofinann, 319, 321. 

Holtrop, 107. 

Homberch, Henri Eckert de, 192. 

Hubert, St., 274. -^ 

Hupfuff, 189, 190. 

Husenbeth, 8. 

Huth, Henry, Esq., 96, 106. 

Hymans,48,49,3i9, 321. 

I.H.S., 98. 

I. D., the Master, 193. 

Jackson (Chatto), 1 74. 
James, St, the Greater, 255. 
Jameson, Mrs. Anna, vi., 8, 127, 199. 
Jerome, St, 52, 110, 160, 268-273, 

325. 
Jerram, C. S., 308. 
Jesus, 211, 212. 
Joachim, 249. 
Joanna, 222. 

Johannes de Gamundia, 302. 
John, St., 231. 

John, St, Baptist, 252, 253, 254. 
Joseph, St, 247. 
Josi, 177. 

Judas Iscariot, 32, 41. 
Judseus Philo, 30 1. 
Justina, St., of Padua, 1 29. 
of Antioch, 129. 

Kandel David, 30&. 
Kellertaler, Hans, 330. 
Kolmar, 5. 

Konrad von WUrzburg, 1 59. 
Kunigunda, 3 10. 

Lacroix, 197. 
Laurence, St., 111. 
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Lazarus, 213. 

L Cz., the Master of 1492, 130. 

Leo, the Franciscan, 104. 

Lejden, Lukas Van, 9. 

Lilly, 218. 

Lippi, Filippino, 6, 

London, 202. 

Longinus, 79)221. 

Longperier, 49. 

Lucke, Dr., 1 28. 

Ludwig, Abbot, 42, 43, 335. 

Luther, Martin, 317, 329. 

Ljsons, 206. 

Maberly, Reverend Joseph, 127. 

Macharius, St., 133. 

Macheronta, 253. 

Malmusi, 327. 

Margaret, St., 136, 159. 

Martin, St., 112, 1 34. 

Martin Luther, 317, 329. 

Mary of Egypt, 283. 

Mary Magdalene, 228. 

Masaccio, 283. 

Master ID, 193. 

Master L Cz, 130. 

Master of 1457, 30. 

Master of 1464, 9. 

Master of 1466, 9, 148, 319. 

Master T K, 317. 

Master W» 323- 

Maugerad, 99. 

Mazentius, 118. 

Maximin, 118. 

May, 198. 

Mechenen, Israel Van, 81. 

Meister Stephan, 170. 

Meister Wilhehn of Cologne, 160, 

Melancthon, 317. 

Michael Angelo, 6. 

Michael, Archangel, 90. 

Millington, 8. 

Molina, 52. 

Moses, 209. 

MiiUer, Dr. Conrad, 308. 

Nagler, 224. 

Nicholas, St., 134. 

Nicholas, St., of Tolentino, l6l. 

Nicol, 83, 84. 

NUmberg, 5. 

Oberspachius, 225. 
Orcagna, 6, 8. 
Os, Peter Van, 191. 
Ottley, \V. Y., 174. 



Passavant, 48, 206, 207, 313, 321. 

Pater, 5. 

Paid, St., 255. 

Payne (and Foss), 1 8 1 . 

Pearsall, R. L., 1 24. 

Pelbart de Themeswar, 3 19, 320, 321. 

Peter, St., Martyr, 275, 314, 

Petrarch, 6. 

Pfister, 68. 

Philo, JudsBUS, 301. 

Piper, 8. 

Plebanus, Johannes, 1 68» 

Quentel, 147. 
Quix, 26. 

Raphael, 6. 

Regiomontanus, Johannes, 304* 

Regensburg, 254. 

Reid, Andrew, 1 89. 

Reid, G. W., 130,205. 

Renouvier, 196. 

Riker, 29. 

Roch, St, 113, 135, 257. 

Roger van der Weyden, 1 93, 205» 

Rohault de Fleury, 1 54. 

Roland, 196. 

Rosalia, St., of Sicily, 284. 

Rothschild, Baron Edmond de, 84, 97* 

Rubens, 257. 

Ruclens, 170. ^ 



Salom^ 253. 
Sarto, Andrea del, 297* 
Schawr, Hans, 296. 
Schlafer, Hans, 296. 
Schnaase, 25. 
170. Schofler, Hector, 237. 

Schongauer, Martin, 9, 80, 205. 
Sebastian, St, 1 14, 135, 163, 235, 259, 

275. 
Selen^, 105» 263. 
Sidonia, Duchess, 324. 
Siena, Master of, 7. 

Bemhardino of, 98. 
Simeon, 92. 
Smith, Messrs., 314. 
Snellaert, 192. 
Solon, 301. 

Sotheby, 174, 182, 183. 
Spencer, Eail, 183, 195. 
Stephan, Meister, 170. 
Stephans, 29. 
Stephaton, 82. 
Stephens, F. G., 214. 
Stevens, 181. 
z2 
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Stoger, 70, 72. Vernon, Lord, 181. 

Sjmonds, 7. Victor Hieronjmas, 307. 

Vinci, Leonardo da, 6, 242. 

Von Enzenbei^, Grafen, 335. 

VonMurr, 195. 

Vostre, Simon, 54, 55. 



T, Master, 276, 277. 

TK, Master, 317. 

TT (watermark), 194. 

Themeswar, Pelbartde, 319, 320, 321. 

Tbeophilus, Presbyter, 51. 

0«(5c, 277. 

Thompson, Edward Maunde, yii., 218. 

Thompson, Major, 1 83. 

Thompson, Sir Peter, 183. 

Timperly, 182. 

Tiraboschi, 327. 

Titian, 5. 

Tory, Geofroy, 54, SS- 

Twining, Miss, 8, 154, 220. 

Tyrwhitt, Rev. St, John, 8, 16. 

Ubn, 5. 

UWch, St., 198. 
Urse, Graf, 323. 
Ursula, St, 159. 

Valdarfer, 189. 
VanEyck, 5, 170. 
Van Os, Peter, 191. 
Vanpraet, lOO. 
Verard, Antoine, 54* 



W, the Master, 323. 

Waagen,4i, 84, 241, 274. 

Weigel,43,64,7i, 174. 

Wessely, 8. 

Westminster, 205. 

Wethamstede, 202, 205. 

Weyden, Rogier van der, 81, 193. 

Wibert, 29. 

Wilhelm Meister, 41. 

Wilhelm Meister, of Cologne, 160, 1 70. 

Wilkinson, 147. 

Wilson, 181. 

Wohlgemuth, 9, 254, 

Wol%ang, St., 278. 

Wolfgangus, aurifaber, 42, 43, 335. 

Y.H.S., 155. 

Zanetti, 326. 
Zani, 326. 

Zeiner, Giinther, 254. 
Zestermann, 64, 1 74> 
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KBBOT, 42. 

J Abraham, Sacrifice of, 

i 211. 

T\ Ackermann, Professor, 

J 215. 

5 Acorns, 155. 
Actions in reverse, 10. 
.£des AlthorpiansB, 194. 
" Agnus Dei," 252. 
Aix-la-Chapelle, Corona lucis of, 15, 

333- 
Alcuin, Bible of, 17. 
Alpha, 16. 
Alphabet fignred, 9. 
Alphabet in figures, 200. 
Althorp St Christopher, 195. 
Amiens, earrings at, 127. 
Angelic salutation, 17, 238, 3 16. 
Anna, Sti (with Virgin and Child), 

241,242. 
Anna, St., and Virgin, 249. 
Annunciation, 17, 238. 
" Anonymous " prints, 170. 
Anopistographic, 173. 
Antonius Cross, 277. 
Anthon/s, St., fire, 277. 
Antichrist, Life of, 184-187. 
" Avr«x^/<n-oc," 184. 
Apparition of Christ, 290. 
Appendix, 333. 

" Apocalypse " of Al. Diirer, 9. 
Apocalypsis Sancti Johannis, 1 83. 
Apocalypse, 231. 
ArchflBologia, 124. 
"Arms" of Christ, 152, 215. 
Arrangement of subdivisions, 1 1 . 
Ars Moriendi, 9, 169. 



Arsenal, Library of, at Paris, 197. 
Art, Sacred and Legendary, 8. 
Arte Moriendi, Tractatus de, 192. 
L* Artiste, 195. 
Artists of Netherlands, 205. 
Assumption of the Blessed Virgin, 94, 

240. 
Assumption of Mary of Egypt, 283. 
Athelstan, Psalter of, 17. 
Athenseum, 235, 278. 
Aurifaber, Wolfgang, 335. 
" Ave Vemm," 83. 

O • B5^CTAG9S, 217. 

Bamberg, Cathedral of, 310. 

Basle. Collection at, 319. 

Beatitudes, the, 21. 

Benedictional of St. Ethelwold, 1 54. 

Bernard, the St., of the Paris Cabinet, 

99. 
Bemardinus, the, of 1474, 49. 
Bible, Mazarine, 79. 
Biblia Pauperum, 9, 169, 173, 180, 

181, 182, 183. 
" Biblia Sacra Latina" (1478), 96. 
Bibliotheca Spenceriana, 1 64, 1 94. 
Bilder-Catechismus, der, 58, 294, 296. 
Black on white ground; 314. 
Books of Hours, 52, 53. 
Bottles, Chinese, 147. 
Brasses, sepulchral, 324. 
Brasses at Freiberg, 324. 

at Meissen, 324. 
Brussels Print, the, 167. 
Burgundy, School of, 274. 
Buxheim St. Christopher, 195. 
Byzantine Style, 50. 
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Caiapbas, Christ before, 232. 
Camaldoli, 7. 

Canticum Canticoruin, 9, 158. 
Cantons, Swiss, 322. 
Card, Christmas, 147. 
Cards, playing, 155. 
Carol, Christmas, 1 8. 
Cebetis Tabula, 306-308. 
Centurion, the, 79, 80. 
Champ fleury, of Geof. Tory, 55. 
Christ, apparition of, 290. 
"Arms" of, 152, 215. 
enthroned, 231. 
as the Gardener, 228. 
before Herod, 148. 
as conqueror over Death, 66. 
on the Cross, 74, 151, 152, 197, 
220, 221, 222, 223, 224, 225, 
226. 
flagellation of, 149. 
Infant, I46. 

In^t, and Virgin, 156. 
before Caiaphas, 232. 
the piercing of His Chest, 220. 
stripping of, 1 50. 
treated symbolically, 212. 
washing the feet of His disciples, 

313. 
Life of, 238. 
Christian Iconography, 8. 
Christmas card, 147. 

carol, 18. 
Christopher, St., 194. 
Buxheim, 167. 
of 1423, 167, 195. 
the Paris, 1 95. 
Church, Elizabeth, at Breslau, 1 29. 
Cipher, the Sacred, 98, 155, 235, 

236. 
" Coberger Bible " of 1478, 96. 
Cohort, prostration of, 33. 
Commandments, the Ten, 57, 292. 

trespass of them, 58. 
Composite effects, 317. 
Consanguinity, tree of, 1 36. 
Corona lucis of Aix-la-Chapelle, 15, 24, 

333. 
Coronation of the Virgin, 95. 
Creature-symbols, 16. 
Cross and the Blessed Virgin, 223. 

Christ on the, 151, 152,220, 221, 

222, 223, 224, 225, 226. 
double, 145. 
patriarchal, 145. 
tau, 152, 226, 234, 277. 
Antonins, 277. 



Cross, Egyptian, 277. 

a processional, 333. 
Crucifixion, 79, 325. 
" Crucifixion of the Mazarine Bible," 

79. 
Crux ansata, 277. 
Cuts, metal, 141-144. 

" Dance of Deatti " (Lubeck), 1 1 3. 
Darmstadt, 319. 
Death, 237. 

mirror of, 309. 

of the Virgin, 94. 
Decretals of Gratian, 1 36. 
Deutsches Kunstblatt, 207. 
Devil, the, 32. 
Directorium, Pastoral, 296. 
Divisions of Subjects treated of, 1 1 . 
Dominican Saints, 285. 
Dominicans, genealogical tree of, 285. 
Dorothea, St (Brussels Coll.), 319. 
Douce Collection, 89. 
Dresden Cabinet, 206. 
Duel, a judicial, 1 23. 
Durandus, 297. 
Dutch Print, 301. 

Early plates, 15, 24, 333, 334. 
"Ecce Homo," 85, 86, 215, 216, 217, 

218,233. 
Effects, composite, 317. 
Egyptians, ancient, 147. 
Eicheln, 155. 

Elizabeth Church, Breslau, 1 29. 
Emblematic figure of the World, 305. 
Emblems of Saints, 8. 
Emperor Henry H., 310. 
Empreinte en P4te, 313. 
Endcriste, 1 84. 
Entkrist, 184, 185-190, 289. 
English print P 242. 
Ethelwold, St., Benedictional of, 1 54. 
Evangelists, symbols of, 16. 
Exceptional processes, 311. 

Fathers, Latin, of the Church, 95. 

Figured alphabet, 9, 200. 

Fire, St. Anthony's, 277. 

Flagellation of Christ, 149. 

Flagellation and Mockery, the, 218. 

Flemish prints, 132, 158, 163, iSo- 
183, 191, 193, 245, 248, 249, 250, 
251, 255, 256, 262, 280, 283. 

Fleur-de-lis, 19. 

Fond sale, 335. 
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Forbidden fruit, eating the, 325. 
Formscbneider, 168. 
Francis, St, Order of, 212. 
Freiberg, brasses at, 324* 
French prints, 90, 112, 136, 2 19. 
Frescoes, 6. 

Gabriel, Angel, 1 9. 
Grardencr, Christ as, 228. 
Gazette des Beaux- Arts, 73. 
George, St, and Dragon, 263. 
Germanischen Museum, 3 10. 
Glands, 155. 

Gratian, decretals of, 136. 
Gregory, Mass of St, I06, loS, 109, 
264-268. 

Heart, Sacred, 251. 

" Helgen,*' 9. 

Hermits, 297. 

Herod, Christ before, 148. 

Hildesheim, 25. 

Holy women lamenting, 38. 

Holzschnitte alter deutscher Meister, 

78, 302. 
Horace, the, of 1498, 164. 
" Hortus Conclusus," 126, 158, 167. 
Hours, books of, 53, 54, 
Human life, ten periods of, 298. 
Hypnerotomachia, 204. 

It), Sn&, 217. 

Iconography, Christian, 8. 

Image prints, 9. 

Impression in Paste, 3 1 3. 

Incarnation of the Word, 127. 

Incoronata (F), 245. 

Incunabula, special, 1 3. 

Indulgence, 264, 265, 291. 

InfulsB, 1 1 2. 

Inscriptions in reverse, 10, 327. 

Instruments, &c., of Passion, 152, 233, 

237» 251. 
Intercessory, Saints, 256, 258, 
Introduction (General), 5. 

(to *' Mani^re Criblee,") 47. 

(to Metal Cuts), 141. 

(to Woodcuts), 168. 
Italian Print, 326. 

Jerome, St, the Lion of, ill. 
Jerome, St., penitence of, 271, 272. 
Jerusalem, heavenly, 26, 27. 
Jesus, Company of, 98. 
Jesus, youthful, 211. 



Jews, 41. 

Judgment, the Last, 229. 



Kalendar, 302-304. 

Kalendar of Regiomontanus, 304. 

KEBHTOS niNA3?, 306-308. 

Kings, the Three, 18. 

Kolloff, 144. 

Konigsberg, Kalendar, a.d. 1474, 303* 

"Kunstblatt" Deutschcs, 207. 

Kunstblatt, 209. 

Ladye Church at Munich, 278. 
" Jjsrge dotted manner,*' 10. 
Last Judgment, 229, 230. 
Latin Fathers of the Church, 95, 325* 
Lazarus, raising of, 213. 
Legends of the Blessed Virgin, litera- 
ture of, 128. 
Life of Christ, 238. 
Life, periods of, 298. 
Light RS a symbol, 25. 
Lights become darks, 327. 
LigulsB, 112. 
Lily and Virgin, 1 7. 
Limbus, 39. 

Lirres d'Heures, 52, 53. 
Loin cloth, Virgin applying, 37. 
Loin cloth and Virgin, 219, 
Longinus, 79, 8o. 
Lover, 315. 

Madonna (in Gloria), 91, 239. 

Magi, 18. 

Mallei opus, 327. 

Man, Seven Ages of, 30 1. 

Mani^re Criblee, lO. 

Mani^re Criblee, prints in the, 47. 

Mani^re pointillde, 328. 

Manner, the large dotted, 10, 47. 

Malines print, 167. 

Maria addolorata, 250. 

Mary by the Cross, 223. 

Mary, Seven Joys of, 71. 

Mass, canon of the, 224* 

Mass of St Gregory, 106, 264-268. 

Master of 1457, 30. 

Mazarine Bible, 79, 83. 

Meditationes de Turrecremata, 194. 

Meissen, brasses at, 324. 

Metal cuts, 141-144. 

Metallschnitte, 1 4 1 - 1 44, 3 1 8, 32 1 , 324. 

Middle Ages, 4, 8. 

Mirror of Death, 309. 

Mirror of Penitence, 294. 
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Monogram, Christian, 16. 
Mount, Sermon on, 21. 
Munich, church of our Ladye, 278. 
" Munich Paasion," 7 1 . 
Museum, Germanischen, 144. 

Nagler's Monogrammisten, 276, 277. 

Nativity, 246. 

Negative and reverse engraving and 

printing, 313-330- 
Netherlands, artists of, 205. 
Nimbus, 213. 
Notnunft, 123. 
Nothzucht, 123. 

Omega, 16. 

"Opere interrasiU,** de, 51-52. 
** Opere punctili," de, 52. 
Opus mallei, 327. 

Paris St. Christopher, 1 95. 

Passe-partout, 335. 

" Passio Christi," a, 64. 

"Passio Christi," of Munich, 71. 

"Passion" of 1457, 30- 

Passion in the Mani^re Cribl^e, 64. 

Passion, instruments, &c., of, 152, 233, 

237»251. 
Paste, impression in, 313. 
P&te, empreinte en, 3 13. 
Patrum Vit», 149. 
Penitence of St. Jerome, 27 1, 272. 
Penitence, Mirror of, 294. 
Phallic worship, 277. 
Piercing the chest of Christ, 220. 
Piet^ 227. 
Playing cards, 1 55. 
Polish print, 307. 
Porta Crucis, church of^ 107. 
Prints, from very early plates, 15, 24, 

333, 334. 
Prints firom plates of the year 1 1 29, 

335. 
Prints from plates, aj>. 1 1 65- 1170, 1 5, 

24. 
Print of 1457, 30. 
Print of 1477, 42, 335. 
Prints, "Anonymous," 170. 
Print, the Brussels, 167. 

Burgundian, 274. 

Dutch, 301. 

English? 242. 

Italian, 326. 

Malines, 167. 

Polish, 307. 



Prints, Flemish, 1 32, 1 58, 1 63, 1 80, 1 8 1 , 
182, 183, 191, 193,220, 245, 
248, 249, 250, 251, 255, 256, 
263, 280, 283. 
Prints of Fnmkish Netherlands, 200. 

French, 90, 112, 136, 219. 
Prints in the Maniere Criblee, 47. 
Processes, exceptional, 311. 
negative, 313-330. 
reverse, 313"330. 
Processional cross, 333. 
" Purification," the, 92. 

"Quindecim Signa," 184, 187-189, 
191. 

Rabbit and Hare, 327. 

Renaissance, 4. 

" Reposo," 247. 

Resurrection, 20. 

Reverse, inscriptions and actions, lO, 

t5, 327. 
engraving and printing, 314-330. 
effects, 314-330. 
Rosary, 29 1. 

Sacred cipher, 155, 235, 236. 
Sacred Heart, 251. 
Saint Jerome, epistles of, 52. 
Saints, Dominican, 285. 

emblems of, 8, 285. 

intercessory, 256, 258. 

various, at St. Ulrich's, Augsburg, 

199, 200. 
Salutation, angelic, 17, 12 5, 238, 316, 
326. 

with attendant unicorn, 125. 
" Salvator Mundi," 89. 
Saxony, Duke of, 328. 

House of, 324. 
" Schatzbehalter," 254. 
Sebaldus, St, crucifix in church of, 76. 
" Selen Wiirtzgarten," 189. 
Sepulchral brasses, 324. • 
Sermon on the Mount, 2 1 . 
Serroones de Themeswar, 319, 321. 
Seven Ages of Afan, 301. 
Signum tau, 277. 
Solomon, Song of, 1 58. 
Sotheby's " Principia," quoted, 131. 
Speculum humanse salvationis, 1 93. 
Standard-bearer, Swiss, 323. 
Standard-bearers of Switzerland, 322. 
Sterfboeck, dat, 191. 
Stripping of Christ, 1 50. 
Study of Ancient Prints (work on), 195. 
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Style, Byzantine, 50. 

Gothic, 50. 

of Van Eyck, 51. 
Sabjects treated of, 11. 
Swiss Cantons, 322. 
Swiss Standard-bearer, 323. 
Switzerland, Standard-bearers of, 322. 
Sjinbols, creature, 16. 

of ETangelists, 16. 

Tablets, sepulchral, 324. 
Tabula Cebetis, 306-308. 
Taille douce, 318. 

d'^pargne, 318. 
Tan cross, 152, 226, 234, 276. 

"Teigdruck,''3i3, 315. 

Temperas, 6. 

Ten Commandments, 292. 

Ten periods of human life, 298. 

Thausing, 254. 

The " Dotted Manner," 10. 

e£<5c, 277. 

Thorns, wreath of, 66. 

Three kmgs, 18. 

Tonsure monastique, 314. 

du Clerg^ siculier, 314. 
" Tree of Consanguinity," 136. 
Trinity, the Holy, 20, 145, 233. 

Italian, 145. 
Tttrrecremata, Meditationes de, 194. 

Ulrich, St, Church of; 198. 

saints at, 199. 
Unicom as a symbol or emblem, 127. 

and the Blessed Virgin, 1 25. 

Venetian painters, 7. 

Virgin, assumption o^ 94, 240. 

coronation of, 95, 245. 

death of, 93* 
Virgin and Child, 239, 240, 244. 



Virgin and Child enthroned, 245. 

in glory, 248. 

of 1477, 42. 

by Wolfgang, 42, 
Virgin and In£uit Christ, 1 56. 
Virgin with St. Anna, 249. 

and female saints, 158. 

Infant Christ, and St. Anna, 241, 
242. 

and loin cloth, 37, 219. 

at the side of the Cross, 223. 

in sorrow, 250. 

and unicorn, 125, 128. 

legends of, 128. 
Vit« Fatrum, 149. 
Vittse, 112. 

Watermarks (Biblia Fauperum), 177. 
Watermarks, 194, 243, 323, 328. 
Weiberkampfes, 123. 
White on black ground, 3 18, 320, 321, 

323- 
Woman*s Duel, 1 24. 
Wood-blocks, ancient, 198. 
Woodcuts, 167. 
Woodcut of 1418, 167. 

of 1423, 167. 
Word, Incarnation of, 127. 
World, emblematic figure of, 305. 



1 129, prints from plates of, 334, 335. 
1 165-70, prints from plates of, 15, 24. 
1406 (P) tiie prints of the year, 72. 

MS. of the year, 72. 
1446, Master of, 31. 
1451, Master of, 31. 

1457, Master of, 30,32, 4«- 
1466, Master of, 148, 319. 
1477, print of, 42, 335, 
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RGESofMan, 298. 
Alphabets, figured, 

203. 
Antichrist, and the 
1 5 signs of the Last 
Judgment, 184. 
Anthony, Saint, and St. Sebastian, 259, 
275. 

Cards, New Year and Christmas, 146. 
Catechisms, pictorial, of the 15th and 

16th centuries, 292. 
Christopher, Saint, 168, I94. 
Corona Inrmnaria; or crown lumina* 

ries of the Middle Ages, 25. 
" Criblee Mani^,*' early prints in the, 

99. . 

connected with MS. and typo- 
graphic texts, 71. 

Crucifixion^ the, 8 1 . 

Derschau, Baron, 78. . 
Duels, judicial, 123. 

Exceptional methods of engraving and 
working off impressions, 313. 

Facsimiles, 130. 



Gregory, Saint, Mass of, 107. 

" Hortus Conclusus," 158. 

Impressions from early engraved plates, 
334. 

Kalendars, 302. 

LimbuB, descent into, 39. 

Manifere Criblee, 71, 99. 
Mass of St. Gregory, 107. 

New Tear and Christmas cards, 146. 
Nimbus, 212. 

Passion, instruments of the, 152. 

Saints, Dominican, 285. 

Intercessory, 256. 

Sebastian and Anthony, Saints, 259, 275* 

Tau, the, 234-276. 

Virgin, the blessed, 93. 

and Unicorn, 1 25. 

Unicorn and Virgin, 1 25. 
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